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Introduction 


For years, I would just tell people 1 was an available tight 
photographer, and would leave my Speedlight in the bag or, more 
ofen, at home. T would then end up making excuses about the 
quality light and my inability to change it. 

‘That all changed ane morning back in 2003 when I witnessed Joe 
‘MeNally demonstrating the Nikon SB-800 Speedlight and the new 
Nikon Creative Lighting System. I watched in amazement as Joe 
photographed a dancer leaping across the stage using a couple of 
fall ashes that were triggered rght from the camera while 
audience members held the remote ashes, The resulting images 
‘were property exposed, were well lit, and looked as if they were 
shot with a full studio worth of gear instead of just a couple of 
small flashes. The ease of seming up and using multiple flashes off- 
camera without big battery packs or extra gear was amazing. That 
day changed how I felt about using small flash, and It opened up a 
‘whole new way of lighting. With the Creative Lighting System, 
Nikon had created a way for the camera and Aash to Work together 
to get the best lighting possible, and Advanced Wireless Lighting 
now offered the amazing ability to trigger off-camera Speedlighis 
‘with a Speedlight on the camera. 


1 wrote Mastering Nikon Speedlights with a very specifie goal in 
mind. 1 intended this book to be a resource far anyone who wants 
to lean about the Nikon Creative Lighting System and small lash 
photography. Not only wil it help you better understand using on- 
and off-camera flash techniques, you won't have to spend a fortune 
fn dozens of Speedlights and every light modifier ever made to use 
These techniques 

1 work on a really tight budget, and all the gear I purchase needs to- 
be something thar I will get maximum use our of, AlI the gear L use 
in this book is stuff actually own and use regularly, but 1 did not 
buy it all at onee. E started with a single SB-800 in 2003 and added 
gear as I needed it. The great part about the Nikon Creative 
Lighting System forthe budget-minded photographer is that the 
older Speedlights, such as the discontinued SB-600 and SB-800, 
‘work right alongside the newer units like the $8-910 and SB-500. 
Here's a setion-by-setion breakdown af what youl leam: 


m Section 1 : In this first section, you'll learn the basies of 
light. The better you understand how light behaves, the 


better you can control it: Chapter 1 covers the intensity, 
direction, and colar of light. Chapter 2 deals with 
measuring the light and camera metering modes, and 
Chapter $ covers the basies af exposure, including the 
shutter speed, aperture, ISO, and equivalent exposures. 
Chapter 3 also deals with the exposure modes on the 
camera and exposure compensation. 

sw Section 2 : The chapters here are all about gear: the 
cameras, Speelighs, batteries, accessories, light stands, 
and ight modifiers. Chapter 4 detalls the current lineup of 
Nikon DSLRs and which CLS functions are available on each 
type of camera from the professional model all the way to 
the entry-level model. Likewise, Chapter 5 details all the 
Nikon Speedlights available, including such discontinued 
models as the SB-800 and SB-600. These are great ashes 
and even though they are not available through Nikon 
Anymore, plenty of photogeaphers (including me) are still 
'using them, and many times they can be purchased for a lot 
Tess than new Speedlights This seetion also covers the types 
of batteries, battery packs, TTL cords, the Close-Up Kit, the 
Tight modifiers that fuse for small Rashes, and the different 
ways to hold your fash when used off-camera- 

1 Section 2: This section delves into the Creative Lighting 
System (CLS) in depth. Here you'l And chapters on flash 
fundamentals and the Creative Lighting System, Advanced 
Wireless Lighting features, and off-camera flash riggers. 

1 Section 4: At this point, the book starts putting to wark all 
the tools and techniques from the previous sections. You'll 
learn about portrait lighting, working with moving subjects, 
and lighting for produet photography. These chapters cover 
the basic ideas and concepts behind these different subjects. 

1 Section 5: The final part of the Book is Fled with 
examples af using the Nikon Creative Lighting System in 
Feab-world scenarios. Chapters 15 through 17 demonstrate 
lighting the same subjects first with a single Mash connected 
to the camera then using a single off-camera Speedlight, 
and finally using multiple Speedlights. wanted to make 
sure that the examples using the Speedlights were those 
that anyone could do and not just photographers with a 
closet ful! Speedlights. The idea is to show that you can 
‘get great shots without having to have tons of gear; its 
more about using what you have. Chapter 18 offers 


examples of action portraits, from simple single-Speedlight 
Shot fo more complicated setups. The Anal chapter 
contains examples of product photography and shows what 
You can accomplish with just a few lights at your disposal. 
1 Appendix £ As an added value, I compiled a “Speedlight 
Resources * appendix that lists all the genr 1 used In the 
book and where to get i, providing all the URLs for the 
companies mentioned. To access this bonus content, just løg 
in or join peachpit.com (i's free) and then enter the book's 
ISBN on this page: ww peachpit.comystore register. aspx 
After you register the book, a lnk to the appendix will be 
listed on your Account page under Registered Products. (IF 
‘you purchased an electronic version of this book, you're set 
“the appendix is already included in it) 
1 wrote this book to cover a wide audience from beginners to those 
who already have the basies down but want to experiment with the 
Creative Lighting System. With that in mind, not all of you will 
need all the chapters in this book. Far those who are just starting 
out, recommend starting at the beginning and working through 
the chapters in order because they do bull on each acher. For 
those photographers who already have the basies down, you might 
just want to skim the first section as a quick refresher Before 
getting to Section 2. Because Section 2 covers the gear used, it is 
more ofa reference as you use the Nikon Speedlights. Chapter 5 in 
particular is meant to be referred 10 as you use the actual flashes it 
‘cavers the buttons, dials, and settings far the current compatible 
Speedlights all in the same place. 
The rest of the book is meant to be read in order, but you ean skip 
around if for example, you are more interested in photographing 
produces and want to dive into those chapters first. 
1 hope you enjoy this book and have fun using your Speedlights 
bath on and off the camera. 
Alan 
June 2015 


: Let There Be Light 


There is no point in discussing the Nikon Creative Lighting System, 
or photography at all, without first discussing ight. Light ithe 
most important element in any photograph. Light is all around us 
and dictates how our photos look. 


This section covers the qualities of light, how to measure light, and 
how to contral exposure. You may be tempted to skip this section 
and hurry on to the techniques, Don't. Without a good foundation 


in these basies, i's difeult ro Build the more advanced lighting 
effects that the Nikon Creative Lighting System allows you to 


1. Understanding the Qualities of Light 


Light is all around us. We usually don't give it a second though, 
but as photographers, we should. We need to not only look at the 
available light but also analyze it. How bright is i Where is it 
coming fom, and at what angle does it strike the subject? We need 
to consider the light thar is already there and any ight we plan on 
adding. We need tobe able to use the light to tell the viewer where 
to look and what to look at. The light can reveal fearures, or the 
shadows can hide them, 

‘Tobe able to use light, you have to understand light. All light has 
qualities tht you can we in your images. This chapter is about 
Those basie qualities: Intensity, direetion, and calar, along with the 
Aferences between hard light and soft light and the important 
Inverse Square Law that dictates how light loses its intensity asi 
travels. The concepts in this chapter are the building blacks, the 


basis, for everything that follows. Take the time to review the 
fundamentals now so that you can be more creative later. 


Intensity 

The intensity af the light is how bright the light is. This applies to 
both the ambient light (the available light already present) and any 
light you add to the scene. Before you can think about adding 
light, always consider the amount of ambient light already inthe 


scene. Are you standing outside under a blue sky that is so bright 
You need sunglasses just to look around, or are you standing inside 
‘where the only illumination is the weak sunlight trying to make its 
‘way through a small window? The intensity of ambient light will 
dictate what camera and fash senings you wili need to use to get 
the results you want. Consider, for example, the bright afternoon 
sun in Figure 1.1. There is enough light to iluminate the subject, 
the background, and everything else. The scene In Figure 1.2 has a 
Iot Jess light iluminating the seene, however, so areas Tall into 
shadows. The intensity of the light is cut by the stained glass 
windows. 


Figure 1.1 As you can see, there is plenty of light hereto 
‘ldmisate not only the model bur everything in the scene. 


Direction 


‘The dieton of the light determines where the shadows will be in 
your photograph. The shadows help create depth and interest. 
‘When T was growing up, one of my favorite images was the photo 
‘of John Lennon tat came with the White Album The shadows on 
the left side of his fae created an image that was interesting, 
‘making me want lok at i. I was not the bright right side of the 
{ace that held my gaze but the side with the shadows. The 
direction ofthe lighting ean really impact how we feel about the 
subject tan make the same person lok open and friendly or 
closed and angry The shadows are what add the drama to the 
baseball player in Figure 1.3 


Figure 1.8 The direction af the light helps to show or hide 
features. In this case, 1 placed the light off to camera right, 
‘creating shadows on the right side of the player’ face, 


Light can strike the subject fram five basie directions: front, back, 
side, down, and up. None of these is right or wrong; they all have 2 
purpose, and is the photographer's job to use the light in the best 
Possible way. Take a look atthe basie directions and what the light 
actually does, 


Front Lighting 

With front ighing the light is directly in front of the subject and 
can be really unflattering (think passport or driver's license photo), 
but that doesn't have to Be the case. Alot depends on the type of 


light, the subject, and what type of image you want to produce. 
The issue with dieer fron lighting i that It tends to flatten out the 
subject because there are no shadows to add character or depth- 
Front lighting has a bad reputation partly because people use that 
litle pop-up flash on their camera or they put a Speedlight on the 
camera and then aim the fash right at the subject. As yau can see 
in Figure 1.4 the light tends to wash out any of the features. 


Figure 1.4 Nicole is a great sport, letting me take this photo 

with traighton lighting You can see fat lighting both in her 

face and on the wall behind ber. The small light soure, in this 

ase a single S8-910, creates a hard light, as you can see from 
‘the hard shadow on the wall. 


‘The results of basic front lighting are never flanering, but with 
some small adjustments they can be. For example, just adding a 
diffusion dome over the head of the flash or puting the Tash i a. 
Small softbox to make the light softer can have a large impact on 
the image. 

‘There is nothing inherently wrong with font lighting, especially 
when i is combined with other lighting. Add some back lighting or 
an overhead light, and you have the start of what could be some 
‘attering light 


Backlighting 


When asubjet is backlir, the light is actually pointed at the 
camera and is blocked by the subject. In the extreme cases, this 
produces a silhouette, which can make for a strang image, I the 
Subjeet has a clear outline. Backdighting can also help to make your 
subject stand out from a background when combined with other 
lights that Muminate the subject. 

Popular techniques to make a subject stand out are to add a light 
in the background facing back at the camera or to use the ambient 
light to aet as the backlight and a flash to act as the main light. IF 
you are Limited by the number of flash units you have, then using 
the available light in this way can create great images. For 
example, you can use the light coming in through a doar or 
‘window by placing the subject with their back to the light and then 
use a flash to ada lumination to the front of the scene, 


In Figure 1.5 , 1 placed a second flash, in this case an SB-800, right 


‘behind Nicole aimed at her head. The main light was the S8-010 in 
2 26-inch Rapid Hox Octa that created a beautiful soft light 


Figure 1.5 The backlight highlights her hair, while the main 
Tight illuminates Nie 


Sidelighting 
mes in from one side or the other is a 
gure. The light can be used to define a shape, 
ecially when a hard light is used to create hard shadows This 


type of lighting ean be really dramatic and tends to be better for 
men than woman. For the photo of Tim in Figure 1.6, there was 
fone off-camera flash used to the left, cresting a hard light on his 
face 


h 


NIKON D700 180 100 1/250 SEC P/11 
Figure 1.6 A hard light from the side makes for a more 
‘dramatic portrait af Tim. 


Down Lighting 


Down lighng is extremely common. After all, we are used to the 
sun being above us during the day, and most indoor locations put 
light up high or on the ceiling pointing down. Light, especially 
hard light, from above can be rather unflattering, however. Hard 
light from abave can make deep shadows under a person's chin, 
nose, and brow. The thing is that we expect light to come from 
above. I's programmed into us that dhe source of natural light is 
the sun, and the sun is usually over our heads except for that small 
window when it is rising or setting. The down light in Figure 17 
hides the features of Nicole's face with deep shadows, especially in 
her eves. 


Figure 1,7 A light from above creates shadows and hides 
Features. This is especially true when it comes to the eyes of the 
model; as you can see here, they are in deep shadows. 


Up Lighting 
Light that comes from a low position and shines upward at the 
subjet does not happen a lot in nature and can be rather 


ith the lig 
results pretty scary stuff and not the best way 10 


‘make a model Jook, unless you are going for that unveiling effect. 
In the light ereates hard shadows and an unfiattering 
aok. 


Figure 1.8 A single hard light coming up from under the face 
Takes for great horror lighting but is father unflattering. 


A touch of light bounced up and blended in with other lighis, 
however, can really add some grear light to your image. It goes to 
show that no lighting is all bad it just needs to be tweaked, 
modified, bounced, o diffused to add to your image instead of 
detracting from it. 


Color of Light 


Light has color, and different light sources have different colors. 
‘The human bra is an amazing thing it automatically can adjust 
the information that it receives from your eyes based on the 

situation to compensate far these color differences. The sensor in 


Your camera doesn't have thar capability yet, but T am sure they 
are working on it in a lab somewhere. 

‘There is a simple way to see how the color of light works. Take a 
white piece of paper outside and hold it up. It looks white to you, 
tighi? While you're outside, take a photo of that piece af paper. 
Now go back inside. Look at the same piece of paper I ber it still 
Inks white—and then take a photo af the paper inside. Compare 
the inside photo to the outside one (Figure 1.9 ) The paper i't 
‘the same color in both, is K? That's because the light outside and 
the light inside are from two different sources and they each have 
a different color. 


Figure 1.9 This is the same white piece of paper photographed 
inside and outside. You can see that the lights Inside Were a 


litle warm, making the paper seem slightly more orange, 
‘whereas the light outside was much cooler, making the white 
paper look blue 


‘The color of the light can reste a tone and mood in your images- 
‘The more red and orange in the ligh, the warmer the images will 
feel, while the more blue, the cooler. Photograph a person under a 
cool light, and he ean start to look pale and cold. Warm the light 
up a ittie, and he looks healthy and robust. 

‘Te light will also pickup the color of any surface that it is 
bounced af This doesn't matter if the surface is neutral, like 
white, but it can make a big difference if the surface is colored. For 
example, if you are photographing someone near a red wall, the 
light will pick up some of the red color as it bounces off the wall 
and strikes the subject The red in the wal will warm up the light 
and siart to introduce a red eoloreat to the photo. This might be 
‘what you want, or it could end up ruining the shot. You have to 
Pay attention to the sources of the ight, including the indirect 
Sources, You can use the colar of the bounced light to your 
advantage when you start to modify the light using reflectors 


Note 


Reflectors and other light modifiers are covered in 
Chapter? 


Color Temperature 
The color of light is measured using temperature onthe Kelvin 
scale, shown in Table 1.1 . The lower the temperature, the more 
Ted and orange there is in the light the higher the temperature, the 
more blue with white in the middle. So, on one end of The seale is 
the light produced by a match ar candle (Figure 1.10 ), and on 
‘the other is that clear blue sky (Figure 1.12) 


UgHT APPROXIMATE COLOROF 
TEMPERATURE THE LIGHT 


NkEvIN 

Candie light 1900K Very Red 

‘Sunise/sunset_  2000-3000K 

Household 2500K-2900k 

Incandescent bulbs 

Photographic 3200% 

tungsten bulbs 

Earl moming/ 3500K 

lateaftemaon 

Halogen 3200-3500K 

Fluorescent 3200-7500% 

Average noon 5500K White 

Flash 5500K 

‘Overcast sky 6000-7500K 

Shade 6500-8000K 

‘Clear blue sky 10.000- Very Blue 
16,000K 


‘Table 1.1 The Color and Temperature of Light 


Figure 1.11 In the shade, the color ofthe light i lot les red 
and a lot more bi 


White Balance 


Cameras deal with these different colors of ight with the White 
Balance sening . The setting basically tells the camera what the 
olor of the light is so that the colors in the image are rendered as 


close to natural as posible. The White Balance setting an the 
camera allows you to pick from presets (Figure 112), or you can 
Ser the Kelvin temperature directly. The commonly available 
Presets are as follows: 

m Auto: In this mode the camera reads the colar of the light 
inthe scene and tries to automatically adjust to create a 
natural-looking image. The camera adjusts the color every 
frame so even the smallest change in the color of the light 
‘results in a change in the white balance. 

E Incandescent : This setting is used when shooting under 
incandescent bulbs, usually found in most households. 

ta Fluorescent: Because there are so many different types of 
fuarescent bulbs, Nikon offers seven options under this 
setting to help you ger the best results. All the Fluorescent 
Settings basically uy to do the same thing: remove the green 
ast that fluorescent bulbs add to the image. Each of the 
Seven types of White Balance settings work with different 
types of fluorescent bulbs: 

‘Sodium-vapor lamps 
Warm-white fluorescent 

White fluorescent 

Cool-white fluorescent 
Day-white Nuoresent 

Daylight fluorescent 
High-temperature mercury-vapor 

1 Direct Sunlight : This setting is for shooting under the 
white light of the direct sun. 

1 Flash : This setting adds a litle red/orange to the image to 
help with the cooler light fram the flash, 

se Cloudy : The camera adds a little warmth to the image to 
counter the lightly cooler light. 

tw Shade: The camera adds a litle pink to the image to offset 
‘the coder blue east that can Be in the shadows. 

x Preset: This setting allows you to measure the light present 
and set the camera based on what the camera sees as white 
In this setting, you take a photo of a white card under the 
lighting conditions, and the camera then reads the color of 
the light knowing the subject is supposed to be white 


‘= Color Temperature : This setting allows you to direetly 

enter a colar temperature from 2500 to 10000. This is really 
useful if you happen to know the exact colar temperature of 
the lights you are shooting under 


White balance 


Æ Incandescent 
#4 Fluorescent 
% Direct sunlight 
4 Flash 
@ Cloudy 
fix. Shade 
Adjust 
Figara 1-12 The Wate Palance men oes pres for variou 
‘pea leh 


Setting the white balance is easy; you can just pick ane of the 
‘White Balance settings in the menu system of Your camera. Some 
‘cameras even have a dedicated White Balance burton where you 
an just press the button and dial in the white balance. Often it is 
tough to derermine the exact color of the light present, but there is 
an easy way to see how the camera will render the color. I you put 
your camera in Live View mode, you can see how the different 
White Balance settings affect the color instantly ( Figure 1.13). 


Figure 1.13 These two shots were taken under the same light 
using different White Balance settings. You can see that the 
wrong white balance (right) ean really damage the look of the 
image 


Flash Color 


‘The color of the light coming fom a flash is constant. It doesn't 
matter if you are inside or outside or what time of time it is. You 
can change color of the ight from a flash by using colored gelsin 
front af the fash head. This allows you to match the colar of the 
‘ash’s light to the ambient light in the scene, making a more 
natural-looking image. Nikon supplies some basie color correcting 
‘gels with some of its Speedlight units, usually just the basic 
Fluorescent and Incandescent filters. With rhe newer Speedlights, 
gels are supplied as hard plastic pieces that snap on the front of the 
Speedlight, as shown in Figure 114. With the alder Speedlights, 
gels were in the farm af pieces af colored acetate. 


Figure 1.14 The plastic cover on the front of this SB-700 is a 
fuorescentcorrection gel. Because the ight from a fluorescent 
‘bulb renders green in the camer, a green filter is used to match 
‘the flash to the ambient light. 


You are not limited to the correcting gels that come with the 
Speedlights. Lous of other gel options are available from Nikon and 
‘third parties. With these you can change the color of the light from 
‘he fash to create natura ooking light or for creative purposes. 


Note 
For more detail on the different gels, see Chapter 7 


Hard and Soft Light 
Photographers often refer to the light in a photagraph as hard or 


on with 
‘distinct ine on the edge of the shadow: Saft light creates a softer 
shadow with a gradual transition at is edge. In hard-i Figur 


you can see the hard ine of shadows, while has 
no hard shadows at al 


Figure 1.15 A small, hard light source created a hard sh 


on the face of Chance. 


Figure 1.16 Taking this photo in a shady spot created a soft 
lighe with no hard shadows at all 


‘Two factors come into play when creating hard or soft ight. The 
fist is the size of the light source, and the second is the distance 
beween the light and the subject. These rwo factors work together 


to ereate the size of the ight relative to the subject. The bigger the 
felative light source, the softer the light. Fr example, the sun is a 
huge light source, but it is far away, which makes it a relatively 
smalt hard Tight. A Speedlight sa small light souree, but when you 
add a sofibox and move it in clase to you subject, it becomes a 
‘elatively large ight source creating a saft light. 


Inverse Square Law and Light Falloff 


Light travels in a well-defined manor, As light travels from the 
source, it Joses power rather quickly. The rate that it loses power is 
dietated by the Inverse Square Law, whieh states that when you 
double the distance between the light souree and the subject, aly 
one-fourth of the light still reaches it Elsewhere you can find a 
‘more detailed explanation of the math involved, but i's not 
‘essential; you can work with the general idea (which is good, 
because 1 really stink at math, as any of my college professors can 
tell you). The general idea is that light spreads out as it travels, 50 
Jess of the light is actully seriking (and illuminating) the subject. 
You can use this concept to contral what your flash illuminates in a 
scene. The closer that you place the light source to the subject, the 
quicker it will fall off behind them. Figure 1:17 illustrates this 
effect 


eH LT 


Figure 1.17 This chart shows how light falls off as 1t travels 


By controlling the light, you control what is and isn't shown inthe 
photo. In Figure 1.18 ,1 placed the light as close as possibile to 
Nicole and used the lowest power setning that still gave me enough 
light on her face. The light drops off creating deeper shadows and 
a more dramatic image. 


Figure 1.18 Putting the light close to Nicole allows i to fall off 
after illuminating her. 


Final Thoughts 


Understanding the basies of light is the first building block in 

creating better images. Knowing how the direction and intensity 

wil affect the subject allows you to show your subject in the best 
sible way. Understanding how the colar of the light is 


determined by the light source, and how to use or correct that 
‘olor, can add tone and feeling to your photos. Hard and soft light, 
and using the way light falls of as It tavels, can help light your 
Subject in the best possible way. In the next chapter, youl learn 
about measuring the light and how your camera sees the light in 
the seene, 


2. Measuring the Light 


‘The first steps to making a photograph is to determine how much 
light is present in a your scene and what you are going to do about 
{Ifyou understand how your camera measures the ight in a. 
scene, you can beter capture the image you envision Light can be 
‘measured in multiple ways, and your camera’s various metering 
‘modes ean give you different readings while looking at the same 
scone, The Nikon Creative Lighting System uses a Through The 
Tens (TTL technology to set the power of the flash based on the 
meter reading, so knowing what the meter is doing wil help you 
Understand how the system is working and why you get the results 
you do. 


Light Meters to the Rescue 


‘To successfully capture a scene, you need to Know how much light 
is in the whole scene and, more specifically, how much light is 
‘uminatng the subject. Looking at the young skateboarder in 

ure 2.1 for example, you need to know how much light is on 
her face and the skateboard so you can set the eamera to eapture 
them correctly. 


ae 
Figure 21 Bein se tomewre he ght ina scene ess 
ou nme your camer senior aca. 


You can measure light in two ways: by using separate light meter 
‘or by using the ight meter built into your camera. Once you 
Understand how each works, you can work with the results they 
give you 

Light meters come in two flavors: reflected and incident. Although 
they both measure the light in the scene, they do so in twa very 
ferent ways. A reflected light meter measures the light as it 
bounces off the subject, while an inciden lighe meter reads the light 
that is striking the subject. Both types of meters try to give you the 


exposure settings that will result in a properly exposed image 

= Incident metering: Measuring the light before it strikes the 

subject will give you a more accurate exposure setting 

because you measure the light thar's illuminating the 
subject and nor the light bouncing off rhe subject. In other 
Words, the light you're measuring isn't affected by the coor, 
shape, or reflectivity of the subject. To take a reading, you 
‘sualy position an incident light meter's dome where the 
Tight will hit it (near the sculpture in Figure 2.2, for 
Instance) and pres the appropriate button, The meter then 
will give you the exposure settings. 


Figure 2.2 The raised dome of an incident light meter reads the 


Tight in the scene before it strikes the subject, giving you an 

accurate reading ofthe amount of light before reflections. Here 

the light reaching the statue wil correctly expose the subject at 
180 200, 1/000 see., and 1/36. 


E Reflected metering: This type of light meter measures the 
light after it reflects off the subject, so the color of the 
subject comes into play. A white subjeet or background, for 
example, wili reflec a lot of ligh, but a black subject oF 
background wil reflect lite to no light. A reflected light 
meter's reading is affected not only by the amount of light 
in the seene but also by the reflectivity of your subject. 
Your camera has a builtin reflective light meter, but stand- 
alane meters that read reflected light are available as well. 
As shown in Figure 2.3 , these meters have an eyepiece on 
one side and a iens on the other through which you to take 
a reading. 


Figure 2.3 This light meter can measure the reflected light, as 
well as the light falling on a subject 


When a light meter of either type reads a scene, it translates that 
Information to give you senings that will result in a nice, medium 
gray. This works out great if your subject is a niee medium gray or. 
Í the scene has an equal amount of bright area and dark area. But 
light meters can be fooled prey easily, especially if the subject is 
predominately black or white. Eor example, when the subject is 
Very light, such as a snow-covered landscape, a ski scene, a bride 
Ina white dress, or anything Backlit by a bright sky, the ight 


meter measures the light, sees that it is bright, and returns settings 
‘hat will turn all the white areas gray. When metering a subject 
that is predominantly dark, alight meter retums a setting that will 
make the dark areas Tighter, turning the black into gray. Ta help 
You work around these situations, your camera has several 
metering modes, and picking the right one i important in getting 
the proper exposure settings. You'll leam more about Nikon's 
metering modes a lite later in this chapter. 


How a Camera Sees Light 
The sensor in your camera records the light that is bounced off the 
subject. The trouble is that the sensor doesn't record as much 
Information as your eyes atually see, which can make a big 
‘difference in how your photos actually look compared to how you 
think your photos will look. For example, I remember the seene in 
Figure 2.4 as having much more detall in the both the dark areas 


of the plane and the clouds on the horizon. 
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‘IKON D700 180 100 1/125 SEC F/4.0 

Figure 2.4 When 1 photographed this seaplane at Los Tortugas 

off the coast of Florida, the sky contained a lot more detail than 
‘the camera captured. 


The key to knowing what is going on when your camera captures 
an image is to understand the dynamic range of your camera's 
Sensor and then use thar information to capture the image the way 
you want. Our eyes can see a wider range of dark and light values 
{han the camera can record. We can see subtle changes in the 


diferent blacks inthe groom's tuxedo at the same time as the 
Subtle variations In bride's dress, for example, even if some of the 
Scene is in bright sunlight and some isin shade. The camera can't 
even come clase. To put it another way, we can see more than 16 
Fstop equivalents in a scene, while the camera can record about 7 
or 8 only. The reason is that when we look at something, our eyes 
are constantly moving around the scene and adjusting far the 
changes in the light as it passes over different areas. We can make 
out the detail in the deep shadows and then, a split second Tater, 
also discern the details in the bright spots. Our eyes do this so 
quickly that we can ger all the details in the seene at practically 
the same time. Our cameras can't do this yet. Instead, the camera 
has to record the scene as it appears right in front of the lens. 
‘Think of the dynamie range of a camera as the maximum range of 
bright tones and dark tones that it can record at the same time. 
When the dynamic range of the scene is greater than the dynamic 
range of the camera, thë camera will either overexpose the details 
in the brightest areas or under-expose the detail in the shadow 
areas You get to decide through the exposure settings which one is 
more important to preserve, or you can choose to have a little of 
Dorh, which at the same time sacrifices the details in the brightest 
and darkest areas of the image. When you expose for the 
'ighlighis, you get the details in the bright paris of the image but 
Iose the tals in the shadow. Conversely, exposing far the 
shadows captures the details in the dark areas but overexposes the 
bright areas. 


When you add light from a flash, you are effectively reducing the 
dynamic range of the scene by making the darker areas not quite 
as dark. Consider, for instance, the face in Pigure 2-5 ; notice how 
the baseball cap hides it and turns the eyes to darle shadows. 
Because it was exposed for the highlights, the shot contains detail 
in the bright cap and sky, but not the face. In Figure 2.6 the face is 
exposed properly, but the vest of the image is too bright and the 
Sky Joses detall. Adding a ite AUI light in Figure 2.7 created an 
image with a smaller dynamie range, but now both the face and 
the sky contain detail, which is much closer to how you would see 
the scene in person. 


Figure 2.5 The details of the face are hidden in the shadows of 
the cap, but the bright parts in the sky are not overexposed. 


NIKON D750 180 400 1/100 SEC 1/58 


Figure 2.6 Increasing the exposure captures more details in the 
shadowy area under the cap but loses details in the overexposed. 
sky. 


Figure 27 Using a flash to illuminate the area under the cap 
enables you to capture the details in the face and the sky inthe 
same image. The flash has compressed the dynamic range of the 

image 


Nikon Metering Modes 


Ta give you a better chance to get the best results in every 
situation, al! Nikon cameras have a builtin ight meter that offers 
multiple modes for measuring light. Because the camera uses the 
builtin meter to determine the Best exposure, it uses that same 
information to control the power of an on-camera ash. Nikon's 
‘three standard metering modes are Spot, Center Weighted, and 
Matrix. In addition, the newest DSLR cameras (currently the Nikon 
D810 and Nikon D750) offer a fourth mode called Highlight- 
Weighted. Each of these metering modes loks at the scene in front 
ofthe lens in a different way and can produce very different 


‘results, as you'll see in the upcoming sections. 
Setting the metering mode depends on the camera model, so check 
your camera manual for specifie details. To set the metering mode 
‘ona DA, for example, you press the Metering Mode button ( Fig 
2:8) and rotate the rear command dial ro cycle through the 
metering modes. On the older cameras, like the D2X, you ser the 
metering mode by pressing and holding the burton in the middle of 
the metering mode selector and then rotating the selector until the 
mode e29) 


Figure 2.8 Press the Metering Mode button on the Nikon D4 
and then rotate the command dial to change your setting. 


‘Figure 2.9 Press, hold, and turn the selector to change the 
metering mode on the Nikon D2X 


Spot Metering 


When set to Spot metering, the camera measures and averages the 
light within a small area of the frame and ignores the rest. The 
area that Spot metering uses is tied tothe ative focus point, With 
Spot metering, you ean set the focus point right on the most 
important part in the scene and make sure that it i na only in 
fects but also correctly exposed (see j 


Figure 2.10 The red area is where the camera looks to measure 
the light in the seene. 


‘The best time to use Spot metering i when you have a subject 
against a very bright or very dark background. Because the camera 
tries to average the values of the reflected light to reach neutral 
values, any large bright or dark areas will radically affect the main 
subject. A bright background ean cause you to underexpase the 
Subject, while a very dark background ean cause you 10 overexpose 
the subject. Consider, far example, the white background in Figuz 

211.1 didn't want the white wood to impact the exposure, so 1 
used Spot metering right on Nicole's face to get the exposure 
settings 


Figure 2.11 The bright white wood in the background could 
easily cause underexposure of the subject. To ensure Nicole was 
‘correc exposed, Took a Spot metering reading right on her 
ace and used those setting to take the photo. 


Highlight-Weighted Metering 


For 2014's release of the D810 and the D750, Nikon added 
Highlight- Weighted metering fr use with type G, E, and D lenses. 
(With other lens types, i acts like Spot metering) When Highlight- 
Weighted metering is active, the camera analyzes the scene and 
gives the greatest weight to the brightest parts. This mode is meant 
{o be used to help reduce loss of detail in the highlight areas and 1s 
designed for situations with uneven lighting and a background that 
is much darker than the subject (see Figure 212 } 


Figure 2.12 Highlight Weighted metering is designed for event 
photography where there is uneven lighting, such as a bright 
Tight around the performer and a dark background. 


Conter-Weighted Metering 
Using Center- Weighted metering, the camera analyzes a the entire 
scene but gives a much greater weight to the area in the middle of 
the frame. Higher-end Nikon DSLRs enable you to adjust the size of 
‘the area that gets the majority of attention. Figure 2-13 illustrates 
the default area that the camera weights most heavily when 
measuring the light 


Figure 2.13 The camera analyzes the area in the middle of the 
fame when using Center-Weighted metering. 


CConter Weighted metering works best if your subject is smack-dab 
{nthe middle of the frame surrounded by some very bight or dark 
areas at the edge of the frame. Shooting portals with Center- 
‘Weighted metering could help to get the proper settings because 
‘the camera ignores the edges of the frame and pays attention jst 
to the stuff in the middle. The portrait in Figure 2.14 is a good 
example of when to use Center Weighted metering because the 
main subject takes up most of the fame. I do not use this mode 
ofen; instead, usually use the Matrix or Spot metering. 


Figure 2.14 1 wanted the camera to look at the model but pay 
ess attention to the bright sky in the background. This was a. 
"great time to use Center- Weighted metering. 


Matrix Metering, 


Analyzing the entire frame, Matrix metering uses information from 
the camera's image sensor and takes into account the subject's 
distance information provided by the Jens: In this metering mode, 
the camera looks at the overall brightness and contrast in the scene 
and compares this information to an internal database of image 
ata, uying to get the best exposure results possible. This metering 
mode tries to actually figure out what you are photographing to 
give you the best results, Figure 215 illustrates rhe amount of the 
frame that Matrix metering considers: as you ean see, it covers the 
whole area. 
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Figure 2.15 When using the Matrix metering, the camera looks 
‘at the whole scene and tries ta determine what you are 
‘Photographing. After comparing the data to an internal 

database, the camera determines the correct settings 


Matrix metering is definitely the most commonly used metering 
method and works well in most situation (see Figure 2.16). Itt 
also the metering mode that my camera is set to most of the time. 
‘My advice ito start with Matrix metering and then progress to 
experimenting with other metering modes. 


Figure 2.16 There are no real bright or dare areas in this photo 
lof the raffle tickets. Matrix metering handled the exposure 
perfectly, 


Measuring Ambient Light and Flash Light 


‘Up until this point, all we have discussed is measuring the ambient 
light in the seene. t is much more dificult to measure the light 
produced by the flash before you make a photo. When you use 
‘tudo strobes, it is possible to use a light meter that triggers the 
Strobes at the same time it takes a reading, allowing you to 
measure the output from the strobes. 

When it comes to using the Speedlights, you have to think abaut it 
a litle differently. Part of the Creative Lighting System is the TTL 
control of the Speedlight. In this mode, which is eovered in more 
etail in Chaptez 9 the fash fires a pre flash when you press the 
Shutter release burton. The camera then reads the light In the seene 
and the light of this pre-flash using your chosen metering mode 
and adjusts the amount of light the flash produces. The shutter 
then opens, the flash fires, and the shutter clases, creating the 
photo. AIL of this happens so fast that you usually don't see the pre- 
fash at all. 

Allowing the camera control aver the flash output results in proper 
exposure most of the time. It might not be exacdy the exposure 
that you want, but it is a great place to start. You can see in 
Figures 2.17 tough 2.19 that the system works for a variety of 
subjects and situations In all of these photos, the camera evaluated 


the light in the seene and then adjusted the flash output to create a 
proper exposure using the TTI. capability of the Creative Lighting 
System. 


Figure 2.17 The Speedlight fred a pre-flash, and then the 
camera adjusted the power of the flash to create a properly 
‘exposed image. 


Figure 2.18 This photo was taken in a very dark room, but the 
camera increased the flash output to make sure that the subject, 
was propery illuminated. 


Figure 2.19 shooting outdoors with a fash allows you to add 
some fil Tight w the scene. Here the camera added Justa touch 
‘of ilumination from the Speedlight to even our the exposure. 


Final Thoughts 


Understanding what your camera is doing when it measures the 
Hight in the scene is extremely important because the ight 
metering controls the amount of light the lash produces when it 
fires. The metering mode plays a big part in what the camera looks 
at, and knowing what is taken into account during metering can 
help you later if you need to figure out why the photo you took 
doesn't quite match the scene in front of the camera. 

Keep in mind thatthe measuring of light is going on right up until 
the shutter is moved out of the way and the photo is taken. Any 
‘den change in the seene can have unexpected consequences to 
the exposure settings. The next chapter deals with those exposure 
Settings and how you ean contol what the camera does. 


3. Controlling Exposure 


Pressing your camera's shutter release button moves the shutter 
‘ut of the way ofthe camera's sensor, allowing light to enter 
through the lens and be recorded as an image. Tha’ the easy part 
‘The challenge sto capture the ight amount of light so thatthe 
resulting image looks the wey you want it to look. I is important 
to remember that you cannot aerually contral the intensity light 
‘with just the camera, but you can deride how much of it 10 allow 
through the lens (aperture) and how much you let the sensor 
actually record (shutter speed). By understanding your camera's 
exposure stings and how each setting affects the image (and each 
other), you wil gain contol over the Images you capture. This 
‘chapter is about the basies: shutter speed, aperture 150, and the 
diferent exposure modes available. It also introduces the ideas of 
equivalent exposures and exposure compensation, two key 
‘concepts when it comes to creatively capturing the scene. 


Exposure Settings 
Three settings on your camera work together to ereate the 
exposure for your image shutter speed, aperture, and ISO. Shutter 
‘pend controls the length of time light is allowed to reach the 
Sensor, the apere is the size of the opening in the lens, and ISO 
Controis how sensitive the sensor acts to ight, These three settings 


are the foundation on which you'l build all your images. First ler's 
Took at each individually, and then FII show you how they work 
together. 


Shutter Speed 


The shutter speed setting contrals the length of imne the shutter 
exposes the sensor when you press the shutter release button. 
Shutter speed is measured in time, from fractions of a second to 
minutes and even hours. Most cameras enable you to set the 
shutter speed fom 30 seconds to 1/4000 second; some cameras 
‘ofer settings as fast as 1/8000 second. A fast shutter speed means 
the shutter i open a shart time and less light 3s allowed to reach 
the sensor. A slow shutter speed leaves the shutter apen longer and 
allows more light to reach the sensor, In addition to time 
increments, you can also set your shutter speed to Bulb, which 
keeps the shutter speed open indefinitely and i useful for shots 
taken with a cable release ar remote- 


Beyond merely letting the light in, the shutter speed setting you 
choose also determines how motion is depicted in your images. 
‘The faster the shutter speed, the less time your subject can move 
during the expasure, so fast settings freeze the action. For example, 
in Figure 3-1 a shutter speed of 1/1000 second froze the surfer ia 
midwave. Because the subject was moving so quickly, I needed a 
fast shuter speed to freeze the action. When the shutter is open for 
a longer period af time, blurring can occur because the subject (ar 
he camera) has more ime to move while the shutter is open. The 
shutter speed of 1/40 second was nowhere near fast enough to 
freeze the action in Figure 3.2 5 the dog was running too fast and 
appears blurred in the image. 


NIKON D4 1S0 6401/1000 SEC 728 
Figure 3.1 Freezing fas moving action takes a fast shutter 


speed, Here I needed 1/1000 af a second to freeze the surfer 
imidride 


j 


NIKON D4 10 100 1740 SEC P/11 
Figure 3:2 A fast-moving subject like this running dog and a 
slower shutter speed (here 1/40 second) equals a blurry subject. 


Adding a flash tothe equation enables you to freeze action, even at 
Jonge shutter speeds, because the duration af the flash i very 
short. The exset duration af the fash actually depends on how 
much light is output. For example, at full power the duration ofthe 


‘8-910 is measured at 1/880 second, but at half power it is 1/1100 
Second. Using the short burst of light to freeze the action allows 
You to freeze the action even at longer shutter speeds, This means 
You can allow some ofthe ambient light in the scene to be 
‘ecorded. In Figure 3.3 the action was frozen by the flash, whi 

the shutter speed was 1/6 of second, which allowed fr some af 
the lights in the city background to appear in the photo: 


Figure 3.3 The short duration of the flash freezes the motion in 
the image. For this shot, the shutter speed was really slow to 
allow for some ambient light to show up, but Tim was frazen 

mid-kiek with the flash. 


When y 
cannar be faster than 1/250 


5) This lint eae the syne speed an 
because of the way the shut 


‘The shutter speed also controls how much ambient light is allowed 
to be recorded in your images. Leaving the shutter open longer 
allows more ambien light to affect the image, while faster shutter 
Speeds mean less ambient light. By lengthening or shortening the 
Shutter speed, you can better control the existing light in a scene 
and thereby decide what and how much will be lit in the scene. 

and 5-5 have the same exposure, but the longer 
shutter speed in igure 2-5 allows for more ofthe ambient light in 
he room to iluminate the background, 


Figure 3.4 Using a fast shutter speed doesn't allow the ambient 
Tight to illuminate the setting: all the light In the scene is 
produced fram the flash. 
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NIKON D700 10 200 1/15 SEC T7538 
Figure 3.5 A slower shutter speed allows the ambient light to- 
iluminate the background and ean change the whole look and 


‘el of the image. 


Aperture 
‘The aperture setting refers to the ie, specifically the are, ofthe 
‘opening in the lens through which light can seach the sensor, A 
bigger opening means more light can reach the sensor over the 
same amount of time. Aperture is measured in fstops, such as 
171.4, 1728, £/4, and soon. Because the Fstop isa fraction, a 
smaller number after the f means a larger opening. For example, 
1/28 is a larger opening ihan1/5.6, and 1/16 is a smaller opening 
than 1/8 ( Figure 3.6) By controlling the size of the opening in 
the lens, the aperture also controls the amount of flash that 
iluminate the subject. Because rhe duration of the lash is very 
short, all the illuminating power is discharged during the exposure, 
So changes in the shutter speed don't really affect how mueh ofthe 
fas’ light is able to reach the sensor, but changing the aperture 
does. 


Ns t2 4/28 


Cee 
@0@ 


115.6 78 ail 


ine 


Figure’3.6 Each of these apertures lets in twice as much light 
or half as much light as its neighbor, 


Finally, the aperture setting also affects the deprh of field in your 
image, whieh is the area thar is in acceptable focus. The wider the 
aperture and therefore the larger the opening, the shallower the 
‘sulting depth of feld. This gives you increible control over what 
i în focus and what is out of focus in your image. For example, 
using an aperture af £4 in Figure 3.7 created a very shallow depth 
of feid. The subject is în focus, while the background Is not. Using 
‘smaller aperture of 1/16 in Pigure 3:8 created a deep depth of 
Beld with everything in focus. 


Figure 37 A wide aperture of 1/4 produces a shallow depth of 
field. The subject pops off the background, while the trees in 
the background are just green blurs, 


Figure 3.8 Using an aperture of 1/16 creates a very deep depth 
of field. The whole scene lin focus from the rocks inthe 


foreground to the eaféon the pier. 


Remember, the range of Fstops available is dependent on the lens 
attached tothe camera and not on the camera self. Because the 
aperture is the physical measurement of the opening in the lens, 
each lens can have a different maximum aperture. In faet, some 
zoom lenses can have a different maximum aperture depending on 
the focal length. This can be a little confusing, so TH break it down 
in the next sections, 


Maximum Aperture 


‘The maximum aperture of a lens is the widest it can open and 
‘therefore the widest aperture setting you can use with thar lens 
attached to your camera. Lenses that open to a maximum aperture 
0'14 or wider are considered fast lenses and often called fast 
‘lass. Because of the way lenses are constructed, prime lenses 
(hose with a single focal length) can have a larger maximum 
aperture than zoom lenses (those that have a range of focal 
lengths) For example, the Nikkor 85mm lens has a maximum 
aperture of [71:4 ( Figure 3.9 ), while the Nikkor 24-70mm lens 
has a maximum aperture of 172.8, a difference af two full stops of 


light, (See the sidebar “Understanding Stops”) The maximum 
aperture of any lens will be printed on it, usually below the focal 
length. 


Figure 3.9 The Nikkor 85mm has a maximum aperture of 1/1.4. 
‘You can see the maximum aperture listed under the focal length 
right on the lens 


Constant Aperture Zoom Lenses 
‘The constant aperture zoom lenses have the same aperture 


‘throughout the focal length range of the lens. These lenses are 
usually larger and more expensive than their variable aperture 
counterparts. When you change the focal length on these lenses 
(Goom in ar out), the aperture doesn't change. For instance, the 
Nikkor 2470mm f/2.8 has a maximum aperture of 1/28 no matter 
the focal length you use, while the Nikkor 70-200mm 4 has a 
maximum aperture of 1/4 no matter the Tcal length. 


Variable Aperture Zoom Lenses 


Some zoom lenses have a different maximum aperture depending 
fn which focal length you use. These lenses are usually less 
expensive and lighter than the constant aperture versions. AS you 
‘choose a larger focal length for these lenses, their maximum 


aperture decreases. The Nikkor 18-300mm 1/3.5-5.6 lens, for 
‘example, has a focal length range af 18mm to 300mm and a 
maximum aperture range of 1/35 to f/5.6. When you use the lens 
at 18mm, the maximum aperture is {/3.5, but as you 200m in to 
300mm, the maximum aperture changes to £/5.6, The Nikkor 80- 
400 /4'5-5.6 shown in Figure 3.10, meanwhile, has a maximum 
aperture of 1/45 at €Omm and €/5.6 at 400mm. I's not a huge 
‘change, but irs enough to thaw of your exposure settings as you 
change focal lengths 


Figure 3-10 The Nikkor 80-400mm 1/4 5-1/5 1s a versatile 
Jens that covers a huge range of focal lengths, but you do lase 
"2/3 of a stop of light between the 80mm and 400mm focal 
lengths, 


150 
10 is a standard measurement of how sensitive the sensor acts to 
light This measurement is based an how traditional Alm of 
diferent speeds would react to light. Higher speed fim needs less 
light to creste the same exposure as a lowerspeed film. In digital 
cameras, the actual sensitivity of the sensor can't change, so 
instead, the data that the sensor records is amplified in a controlled 
mano to simulate lm speed. The more that data from the sensor 
is amplified, the less light is needed. So, the higher the ISO, the 
‘more the data is amplified. The downside to this is that atthe 
higher 150s, digital noise also is introduced into the image asthe 
data is amplified. In early digital cameras this was noticeable, 
especially at ISO 800 or higher. Over the years cameras have 
Improved, however, and now I routinely shoot at 150 1600, ISO 
3200, and even higher with very little noise. At the very high ISOs, 
you will not only get some digital noise but also can lose some 
Contrast and color 


Equivalent Exposures 


Not only do your shutter speed, aperture, and 180 settings work 
together to create your image, different combinations of the three 
‘can produce the same overall exposure but very different looks. For 
‘example, a photo taken with a fast shutter speed, wide aperture, 
and low iSO can have the same exposure as a photo taken at with a 
Slow shutter speed, small aperture, and low ISO but may look very 
diferent. Consider an analogy: Suppose you need six cups of fruit 
salad. You could mix two cups each of strawberries, blueberries, 
and peaches, or you could mix four cups of peaches with one eup 
each of berry. In both cases, you have six cups of salad, but the 
Inok and taste will be very different. This idea of balancing 
proportions of ingredients (the settings) underlies the concept of 
‘equivalent exposures and can give you a lot of creative control 
over your photographs. 


‘Understanding Stops 
“The term sop describes the change inthe amount 
of light between senings. Whether you're adjusting 
Shutter speeds (time), aperture (area), ar SO 
sensitivity), the actual amount of light affected is 
‘the same: one stop per setting. 


For example, if you double the shutter speed ftam 


1/30 second to 1/60 second, it halves the amount 
‘of light allowed to reach the sensor. If you halve 
the shutter speed, say fram 1/500 to 1/250 second, 
‘then the amount of light that reaches the sensor 
doubles. Each fullstop change in the shutter speed 
allows either half or twice as much light in 
Compared to the previous setting. In one-stop 
increments, the full range of shutter speeds îs as 
follows: 


1/8000 se., 1/4000 see, 1/2000 see., 1/1000 see, 
1/500 see., 1/250 see., 1/125 sec, 1/60 see, 1/30 
sec., 1/15 sec., 1/8 set., 1/4 see, 1/2 500, sec, 2 
Sec., 4, sec., 8, se, 15 se, 30 ee. 


Bach time you move from a faster shutter speed to, 
a slower shutter speed, the amount of light allowed 
Is increased, while every time you go from a slower 
shutter speed to a faster one, the amount of light i 
decreased. 


The same concept holds true far the aperture. Every 
time you double the size of the opening, you 
double the amount of light allowed through the 
Jens. If you halve the aperture, you also halve the 
amount of light allowed through the lens. For 
example, if you change the aperture from 1/28 to 
17/4, exactly half as much light is allowed through 
‘the Les. When you change fom 1/8.0 to £/5:6, you 
are letting in double the amount of light Each of 
‘these changes is also called a stop of light 


Finally, each time you double or halve the 180, you 
effectively make the sensor more or less sensitive to 
light by exactly one stop. So if you are shooting at 
180 400 and then change to 180 800, the camera 
‘becomes one stop more sensitive to the light 
reaching the sensor, meaning you need exactly half 
as much light as you did when using ISO 400. 
‘Because one stop of light is the same for all three 
senings, you can balance your settings to the best 
effect. IF you use a faster shutter speed and a wider 
Aperture, for example, you can counter the loss of 
light from the change in shutter speed with more 
Tight coming in through the wider aperture. This 


‘enables you to use equivalent exposures to control 
the creative side of your images. 


For example, Figures 3.11 through 3.13 all feature the same scene 
captured with the same exposure, yet each has a unique lok 
because different senings combinations derived that exposure. L 
used Aperture Priority mode (more on this shorty) with Matrix 
Metering for each image, allowing me to set the aperture, while 
the camera set the shutter speed and determined the proper 
exposure. For Figure 3.11, 1 adjusted the aperture to £718 to 
achieve that very shallow depth of feld that makes the subject pop 
‘ight off the background; the shutter speed was high (1/1000 sec) 
to freeze any litle motion, and the ISO was 200. By comparison, 
Figure 5.12 was shot with a very deep aperture (1/16) balanced by 
very slow shutter speed (1/13 sec.) and an 180 of 200. The 
subject is blurred because of smali movements during the 
exposure, but the depth of field is deep. Figure 3-13 combines an 
Increased 180 of 1600, an aperture of [/8, and a faster shutter 
speed (1/400 sec) to freeze the subject while creating enough 
depth of eld 1 keep bath the subject and the background in 
acceptable focus 


Figure 3.11 With an aperture of (1.8 and fast shutter speed, 
the background is out of fous, and the flower really stands out. 


Figure 2.12 An aperture of 1/16 created a very deep depth of 
field, but the shutter speed (1/13 sec.) sto lw to freeze the 
slight movement of the flower. 


Figure 3.13 Increasing the ISO to 1600 allowed for a relatively 


deep depth of eld and a shumer speed fast enough ta freeze the 


Because the camera set the overall exposure for all three images, 
the photos all have the same level of Qetails in both their ght and 
dark areas. Their diferent looks are the result of how the 
individual settings balance within the exposure. Using equivalent 


exposes, you can talor how your scenes captured tu how you 


Exposure Modes 


Every Nikon camera features four basie exposure modes on every 
camera: Program Auto (P), Shutter Speed Priority (8), Aperture 
Priority (A), and Manual (M). These modes determine how the 
shutter speed and aperture (as well as ISO In some eases) are set- 
‘The exposure mode uses the built-in light meter reading and the 
metering mode to choose the settings that will give you what the 
camera Believes will result in a proper exposure. Take a closer look 
at the four modes. 


m Program Auto (P ): In this mode, the camera picks the 
shutter speed and ihe aperture based on the built-in light 
meter readings. The camera mies to balance the shutter 
speed with the aperture resulting in settings that usually 
Zive you a properly exposed Image. The issue is that the 
camera doesn't actually know what i is you are 
photographing and ean use a shutter speed that i too slow 
to freeze the action ar an aperture that gives you a too deep 
depth of feld. Unlike with a completely auro mode, you can 
adjust the shutter or aperture in Program Auto mode; the 
amera will adjust the other sertings to ensure your 
exposure is still correct. For example, if you raise the 
camera to your eye and see thar the camera has picked 
1/250 second and 1/56 for the exposure settings, you can 
then adjust that by increasing the shutter speed, and the 
camera will automatically use a wider aperture. So if you 
change the shutter speed to 1/500 second, a full stop of 
light, the aperture wili change fom £/5.6 to 1/4. 

‘= Shutter Speed Priority (S ): In this mode, you set the 
shutter speed, and the camera sets the aperture based on 
The builtin ight meter reading and the metering mode. 
“This mode is a good choice when you want to make sure 
that rhe camera uses a specifie shutter speed 

B Aperture Priority (A): In this mode, you set the aperture, 
and the camera sets the shutter speed based on the builtin 
light meter reading and the metering mode. This mode is 
best when you want to keep contral over the depth of field 
in the image. 

m Manual (M ): In this mode, you set the shutter speed and 


the aperture, giving you complete control over the 
exposure. The camera still reads the light in the scene and 
shows you what it believes i the correct exposure, but it 
doesn't actually do anything. 1 use this mode when 
photographing events that Bave rapidly changing lights, 
specially in the background. For example, when | 
Phorograph concerts, I don't want vhe camera to keep 
‘hanging the exposure every time the background lights 
change, which it will do an any of the other setting. The 
downside is that you need to use this mode with care 
because you can easily over- or underexpose your Images. 
How you set the exposure mode depends on the camera on the D4, 
for instance, you push a button and use the command dials, but 
you simply turn a knob an the D750 (Figure 3.14 ). 


Figure 3.14 To set the exposure mode on the Nikon D750, 
press the burton inthe middle of the mode dial and rotate the 
tial to the desired setting 


Some cameras will ls adjust the 150 automatically depending on 
the exposure mode. To take advantage of this, set the ISO 10 the 
Auto ISO setting in the camera's menu system, The drawback with 
the Auto 1S0 is that the camera doesn't know or eare abour what it 
is you are photographing: The camera might pick a higher SO over 
lower shutter speed, producing an image that is full of digital 
noise. The advantage to using Auto ISO is that you can set th 
shutter speed and aperture and then let the camera pick the ISO in 
the changing light. This keeps the same depth of feld and motion 
in the image while still allowing the camera to control the 
exposure 


Exposure Compensation 
What if you and your camera don't agree on the best exposure for 
an image? The Exposure Compensation feature enables You 10 fine 
‘une your exposure by telling the camera to use settings that 
purposely under- or overexpose the image by adjusting the 
‘ecommended exposure. To understand how this works, you st 
‘ed to know a bit about how your camera determines the proper 
exposure and communicates tha information to you- 


Exposure Values 
According to your camera, a proper exposure is when enough light 
teaches the sensor so that a scene is rendered with detail inthe 
lightest and the darkest parts of the Image without turning the 
‘bright parts pure white (from too much light) or the dark parts 
pure black (Irom too little). As diseussed in Chapter 2 , your 
Camera uses the data from the built-in light mete and averages out 
the beight and dark parts to determine what it thinks wil create 
the proper exposure. The camera then gives this an exposure value 
(EV) of O and highlights this value on the EV graph that is visible 
across the bottom of your viewfinder (Figure 3.15) ar on its right 
Side, depending on the camera model. As you can see, the EV 
‘raph shows O in the middle, with — at one extreme and + at the 
Other, while the small squares indicate one stop. Highlights on the 
side of the chart indicate the current sening will underexpose the 
Image. For example, the camera in Figure 3.16 is set to 
Lnderexpose the image by one stop, so the shots EV is-1. The 
camera in Figure 3.17 is set ro overexpose the image by one stop, 
so that shot’ EV is-1, 


Figure 3.15 The proper exposure according to the camera has 
‘an EV value of O, which is highlighted in the EV graph. 


Figure 3:16 In this image, the EV value i -1, which means the 
image is underexposed by one stop as is highlighted on the EV 
‘ap 


Figure 3.17 When an image is overexposed, the EV value is on 
the plus side, in this ease EV +1 

When you use Program Auto, Shutter Speed Priority, or Aperture 

Priority mode, the camera will use settings that produce an EV O 

reading. When you shootin Manual mode, the camera won't 


control the exposure, but ie will display how your exposure 
compares to what it thinks is optimal via the EV graph. 


Adjusting Exposure Compensation 
‘On the Nikon camera line, the Exposure Compensation button is 
marked with +/~(Figure 3.18 3, When you press the Exposure 
Compensation button and rotate the command dial to the plus side, 
the exposure becomes brighter. Conversely, when you dial the 
exposure compensation to the negative side, the exposure gets 
darker, 


Figure 3.18 To adjust the exposure on the Nikon D750, press 
the Exposure Compensation button and rotate the rear 


command dial. 


‘To make the darker areas of Figure 3.19 closer to black, I dialed in 
‘2-1 Exposure Compensation ro make the image slightly darker. 


Figure 3.19 The large dark areas in the image had the camera 
using settings that made the Image to bright, so I used a -1 
Exposure Compensation setting vo make the image darker and 
more true to the actual scene 


Exposure Compensation doesn't really do anything faney; it just 
adjusts the shutter speed or aperture for you. When your camera is 
in Shutter Priority mode and you use Exposure Compensation, the 
camera makes the aperture bigger 1o let in more light (brighter 
images) or smaller to ler in less light (darker image). Keep in mind 
that the changing the aperture also changes the depth of field. 
When your camera is in Aperture Priority mode, Exposure 
Compensation causes the camera to adjast the shutter speed 
instead. Twisting the dial in the positive direction means the 
camera will use a slower shutter speed, admitting more light for a 
brighter Image. When you use a negative exposure compensation 
setting, the camera uses a Taster shutter speed, allowing in less 
Tigh for a darker phot, 


Flash Compensation 


‘The term flash compensation is a fancy way to describe the power 
output of the flash. In the Nikon Creative Lighting System, the 
‘camera and the fash communicate with each other to create the 
‘est possible image. After measuring the information it sees 
‘through the lens, the camera tells the lash Row much light to 
output to create a properly exposed image. If you don't agree with 
their assessment, you can adjust the flash output with the Flash 


‘Compensation setting. Like the Exposure Compensation dial, 


adjusting the Flash Compensation contol to the negative means 
the flash produces less light, and adjusting it to the positive means 
the fash produces more light: This capability also comes in play 
when you use the Advanced Wireless Lighting components of the 
Creative Lighting System. When you control the mode and power 
of the remote flashes, you can ser them to use rhe Through The 
Lens (FTL information and then adjust the output using Flash 
Compensation settings from -3 to + 3 Figure 3.20) 


Figure 3.20 The LCD on this S8910 shows -3 set for the Flash 
Compensation. 


You can easily adjust the Flash Compensation right on most 
Speedlights. Each model ùs slightly different, so here are the basics 
for setting Flash Compensation when the flash is mounted on the 
camera and set to TTL mode: 

m SB-600: Press the + button to increase the flash output 
and press the — button to decrease the flash output. In the 
top right of the LCD, you will see the Flash Compensation 
readout change as you adjust the output 

m SB-700 : Press the SEL. button (it has the Flash 
Compensation icon above it on the screen) and then rotate 
the dial to the right to inerease flash output and to the left 
to decrease the flash output 

m SB-800 : Press the + button to increase the flash output 
and press the — button to decrease the flash output. 


m SB-900 / SB-910 : Press the Flash Compensation button 


(dhe middle function burton notated by the Flash 
Compensation icon above it on the screen) and then rotate 
the dial t the right to increase the flash output and to the 
Jefi to decrease the flash output. You can change the Flash 
Compensation from -3 10 4 3 in 1/3 steps. 


‘The 58-300, 58-400, and SB-500 don't include any way to adjust 
the Flash Compensation on the Speedlight unit itself, but that 
doesn't mean i eam't be done. You need to ser the power of the 
Tash in the camera. As you can see in Figure 3.21 , to set the 
power of the SE-S00 when it is attached to the Nikon D750, you 
‘eed to adjust ir in the e3 menu Set the extemal flash to Manual 
and then pick the power setting you want. Check your camera 
manual for the external lash menu: 


Figure 3.21 The e4 menu on the D730 controls the power of 
the fas, 


Exposure Compensation with Flash Compensation 
Nikon cameras combine Exposure Compensation and Flash 
‘Compensation differently depending on the model. Knowing which 
‘method your camera uses will help you get the results you're afer. 
In alder Nikon cameras, the Exposure Compensation and Flash 
Compensation setings were tied together. When you adjusted the 
Exposure Compensation, the Flash Compensation went along for 
the ride. For example, if you dialed in 1.5 to underexpose the 
ambient light in the scene, the power from the flash was reduced 
by 1.5 stops as well So if you dialed in -3 for Exposure 


‘Compensation and then +3 for Flash Compensation, you were 
right back a the starting exposure This is how i stili works for 
‘most of the Nikon cameras 


Inthe newer D4, D4S, D610, D750, D800, and D810 cameras, 
Nikon has separated the Exposure Compensation and Flash 
‘Compensation, enabling you to decide whether you want the twa 
connected ( Figure 3.22 ). You make your choice in the menu 
System where you specify the Entire Frame option, which ties both 
compensation settings together, or the Background Only option, 
‘which keeps the Exposure Compensation and Flash Compensation 
independent 


Figure 3.22 The ef menu on the Nikon D750 shows the choices 
for linking or separating the Exposure Compensation and Flash 
‘Compensation 


For comparison, Figures 3.23 and 3.24 were both taken with the 
Exposure Compensation ser to 4, and thelr Flash Compensation 
was set at +3 in Figure 3.23 and O in Figure 3.24 In Figure 3.23 
the compensation settings were linked, while in Figure 3.24 the 
Flash Compensation was adjusted separately from the Exposure 
Compensation: You can see a huge difference in the way the image 
is illuminated. In the first image, the flash was not able to 
compensate for rhe -4 Exposure Compensation even while using 
Full power, while in Figure 3:24 , the flash had plenty af power 10 
iluminate the light bulb even at's setting of O. 


Figure 2.28 With the Exposure Comy 
the Exposure Compensation linked to the whole lm 
photo is underexposed. Even the lash firing at the full power of 
#3 doesn't counteract the ~4 Exposure Compensation. 


Figure 3.24 With the Exposure Compensation and the Flash 

‘Compensation set to work independently, the subject of the 

photo is properly lt even while the background is dark and 
‘when using an Exposure Compensation setting of -4. 


Final Thoughts 


A proper exposure is important but not as important as an 
exposure that gets your point across. Not every image needs to 
have detalls in the light or dark areas; many times you will want to 
purposely underexpose ar overexpose an image. Once you 
Understand how the exposure is controlled with your camera, Jens, 
and flash combination, you can decide exactly how to render your 


The nikon creative lighting system consists of two parts: the 
camera and the Speedlights. This sation cover bth, detailing the 
‘ameras and thelr settings ax Well ox the features of ol current and 
‘older Speedlights that are CLS compatible. 

This section also covers batteries, battery packs, Through The Lens 
(TTL) cords, and the Nikon close-up kit. Finally, youl learn about 
a variety af light modifiers and the different ways you can position 


your fash off the camera 


‘The Nikon Creative Lighting System (CLS) works when a Nikan 
Speedlight is paired with a Nikon DSLR. The Creative Lighting 
System works with the camera to create better lit photos when 
‘using a Mas, either the built-in fash or one ofthe Nikon 
Speedlights. A lot of the CLS technology is actually built into the 
‘camera, whieh is why it can use the built-in flash, and some 
cameras can use these to contral off-camera remote flashes, as 

‘well Not all of the Nikon cameras are created equal when it comes 
to CLS, with the higher-end cameras having some functionality 
tha the entry-level cameras don't. The good news is that all the 
cameras have the intelligent Through The Lens CTTI) mode that 
tries to create a more natural and balanced light when you use the 
‘ash. This chapter takes a closer look at the Nikon line of cameras 
and which CLS functions each supports. 


Creative Lighting System Compatibility 


‘The Creative Lighting System was introduced back in 2004 with 
‘the SB-800 Speedlight Although is off-camera flash control, called 
Advanced Wireless Lighting (AW), had the most wow factor, the 
Creative Lighting System offered much more. Beyond the 
Advanced Wireless Lighting, the CLS incorporated a variety of 
functions, consisting of TTL Flash Control, FV Lock, Auto FP 
High-Speed Syne, Wide-Area AF-Assistluminator, and Flash Color 
Information Communication. (Far a detailed description of all 


these functions, see Chapter 9.) 
Not every camera inthe Nikon lineup has all af the CLS 
functionality, and as new cameras are released, new functions are 
being added. For example, the new SB-500 Speedlight ean be used 
as a Commander in the AWL when pared with the newer DLSR. 
cameras, specifically the Nikon D750, D810, D5500, and D7200. 


‘The following sections detail all of the cutently available and 
older Nikon cameras that are compatible with the Nikon Creative 
Lighting System, as well as what each camera can and can't do. To 
organize the discussion, I divided the camera models into three 
Zroups: top-end professional cameras, enthusiast cameras, and 
entry-level cameras. If you need more information than this survey 
offers, please check the manual that came with your camera. 


Professional Cameras 


‘The top Nikon profesional level cameras all have one thing in 
common: They do not have a builtin flash. The good people at 
Nikon seem to believe that if you are using one of these cameras, 
you will also be using a Speedlight as a flash and will never use a 
Built-in flash to iluminate the scene. The top-of-line DSLR cameras 
are designated by a D followed by a single number and an optional 
X5, H, or, in one ease, an HS. 

‘The D2H, D2X, D2HS, and D2XS were the first of the Nikon camera 
bodies to incorporate CLS when used with the SB-800 Speedlight. 
‘The CLS functions -E-TTL Flash Control, FV Lock, Auto FP High- 
Speed Syne, Wide-Area AF-Assist Illuminator, Flash Color 
Information Communication, and Advanced Wireless Lighting — 
‘were all available right rom the start with these cameras when 
‘used with the then new SB-800. The D2H was introduced In 2008 ( 
Figure 4.1), with the D2X in 2004, the D2HS in 2005, and the 
D2XS in 2006. The D2 line of cameras still used the smaller 
cropped DX sensor. 


igure 4.1 The Nikon D2H doesn't havea built-in flash, so it 
needs a Speedlight, such as the SB-800 attached her, to do any 
Tash photography. Keep in mind that you need at least wo 
units to do any off-camera flash work. 


The D2 line of professional DSLR camera bodies was followed up 


with the D3, D3X, and D3S cameras. The D3 was the fst Nikon 
‘sith a full-frame sensor and the first designated by the FX abe 
‘These camera bodies also had the full CLS functions, including i- 
‘TTL Fash Control, FV Lock, Auto FP High Speed Syne, Wide-Area 
AF-Asit Illuminator, Flash Color Information Communication, 
and Advanced Wireless Lighting 

‘The D4 and D4S followed the D3 line and continued to suppor all 
the CLS funetions ( Figure 4.2) As with all the cameras in this 
professional line, the D4 models lacked a builtin flash. For the 
Advanced Wireless Lighting to work with them, you need a 
Speedlight, such asthe 8-910, 88-900, SB-800, or SB-700, which 
can act as either Commander or remore; the SU-800, which offers 
Commander options ar the SB-500, SB-600, or SB-R200, which can 
act only as remotes. 


Figure 4.2 The D4 withthe $8910 as a Commander can trigger 
‘a unlimited number of oft camera remote flashes in three 
‘groups: A, B, and © 


Full Frame (FX) and Cropped Frame (DX) 
Sensor size divides the Nikon DSL camera line 


into two catagories: the FX format for models with 
fillrame sensors and the DX format for models 


With cropped sensors. 


‘Why is sensor size important? The sensor size can 
affect the focal length at which a lens is effective 


And, therefore, what the Speedlight needs to 
iluminate. The smaller DX sensor records less of 
the scene than the FX sensor at the same focal 
Jength, meaning a Speedlight doesn't need as wide 
anilluminaton pater when used with a DX 
camera. As you can se in Figure 4.3, the 
ference between the full-frame (FX) and cropped 
sensor (DX) is quite significant. 


Figure 4.3 A DX sensor can record the area inside the 
shaded border, while an FX sensor can record the whole 


image. 


When you use camera with a DX sensor, it will 
seem as if all your lenses have a longer focal length 
by a factor of 1.5. For example, a SOmm lens will 
seem to caprure the scene as if it were a 75mm 
Jens This can be great If you are using a longer 
‘al length and trying to get in close to your 
subject but not so great onthe wide-angle side. 


‘The good news when using a flash is that the Nikon 
Speedlights automatically adjust depending on 
‘which type af sensor is in the camera. So when you 
mount the Speedlight on an FX camera like the 
D750, the flash kows to use a wider pattern. When 
the same flash is mounted on the DX camera, it 
Automatially adjusts for the smaller sensor, For 
example, the S8-910 Speedlight has coverage from 
S'o 11mm on a DX format camera with the builtin 
Wide-angle panel deployed. When mounted on a 


camera with an FX format sensor, the coverage 
changes to 12 to 17mm. In addition, you can set 
Nikon's FX cameras to just use a portion of the 
sensor so that they act like a DX camera. When you 
do, the Speedlight automatically adjusts to use the 
DX lighting pattem. 


Enthusiast Cameras 


‘The biggest group, enthusiast cameras, could easily be broken 


down into smaller categories. Far this book, TII focus on models 
thar have one thing in common: They have a built-in flash that you 
can use to control remote flashes using the Advanced Wireless 
Lighting functions buile into CLS, Many of these cameras, such as 
‘the D800 and D810, are really much more suited to profesional 
photographers than to casual photographers, but even with their 
large megapixel full-frame sensors they stil come with a builtin 
fash, lumping them into the enthusiast group here (Figure 4.4) 
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Figure 4.4 The D750 has all the CLS functionality of the 
prfessional-Jevel cameras, bur its builtin fash allows you to 
control an unlimited number of flashes in two groups: A and B. 


For instance, the following cameras are all fullrame sensor (FX) 
E D810 : The Nikon D810 is the follow-up to the D800 and 
D800E camera bodies, and like is predecessors, it has all 

the CLS functions: TTL Flash Control, FV Lock, Auto FP 


High-Speed Sync, Wide-Area AF-Assist luminator, Flash 
Color Information Communication, and Advanced Wireless 
Lighting. For the Advanced Wireless Lighting to work, you 
can use the built in flash as a Commander or ean use the 
following Speedlights: the SB-910,$8-000, 8-800, 38-700, 
or SB-500, which offer both Commander and Remote 
options; the SU-800, which offers Commander options; or 
the $8-600 or SB-R200, which can act as remotes only 
There is aso a specialized DS1OA model that is Bult 
specifically for deep sky astrophotography with all the CLS 
abilities of the D810. 

= D800 and DBOOE The Nikon D800 and D800 are 36.3- 
megapixel cameras released in 2012 and targeted 10 
professional photographers. These cameras have all the CLS 
functions: TTL Flash Control, FV Lock, Auto FP High- 
Speed Syne, Wide-Area AF-Assist Illuminator, Flash Color 
Information Communication, and Advanced Wireless 
Lighting. The Advanced Wireless Lighting can use the buil 
in flash as a Commander or ean use the following 
Speedlights: the SB-910, 58-000, SB-800, or SB-700, which 
‘fer both Commander and Remote options; the SU-800, 
which offers Commander options; or the S8-600, 8-500, or 
§SB-R200, which can act as emotes only. 

m D750 : The Nikon D750, released in 2014, has the following 
CLS functions: TL Flash Control, FV Lack, Auto FP High 
‘Speed Syne, AF-Assist for multi-area autofocus, Flash Color 
Information Communication, LED light Colar Information 
Communication when used with the 8-500, and Advanced 
Wireless Lighting The D750, lke the D810, D7200, and 
D5500, can use the $8500 as a Commander in AW. It can 
also use the SB-910,$8-900, 8-800, or SB-700, which affer 
both Commander and Remote options; the SU-800, which 
offers Commander options; ar the 58-600, S-50, or SB- 
R200, which can act as remotes only. 

m D700 : The Nikon D700 was released in 2008 and 
combined the full-frame sensor from the Nikan D3 in a 
Smaller, leseexpensive camera body ( Figure 4.5 )}. This 
Camera had all the CLS functionality of the D3 with the 
added bonus of a built-in lash that can be used to trigger 
‘off-camera remote flashes using AWI. The CLS functions on 
the D700 are TTL. Flash Control, FV Lock, Auto FP High- 
‘Speed Syne, Flash Color Information Communication, and 


Advanced Wireless Lighting. It can also use the SB-910, 


58-900, 88-800, or S8:700, which offer both Commander 
and Remote options; che SU-800, which offers Commander 
‘options; or the SB-600, 8-500, or SB-R200, which ean act 
as remotes oly 


Figure 4.5 The D700 menu shows that you can use the builtin 
‘ash to contral nwo groups of remote flashes 


E D610 and D600 : The Nikon D600 and the updated D610 
have the following CLS functions: ETTI. Flash Control, FV 
Lock, Auto FP High-Speed Syne, AF-Assist for multi-area, 
auto-focus, Flash Color Information Communication, and 
Advanced Wireless Lighting. For the Advanced Wireless 
Lighting to work, you need a Speedlight, such as the 
58:010, 58-900, 58-800, or SB-700, which offer both 
Commander and Remote options the SU-800, which offers 
Commander options; or the S-60, SB-500, or SB-R200, 
Which can act as remotes only. You ean also use the builtin 
fash as a Commander to trigger the off-camera flashes in 
AWL 
‘The following cameras use the smaller DX sensor size. Many of 
‘these cameras have the same or even more features than the 
professional line. For example, the newer D7200 allows you to use 
the SB-500 as a Commander unit where none of the professional 
cameras can. Plus, you can use the built-in flashes of these models 
to trigger remote flashes in the AWL Take a closer lok at all the 
features they offer 


m D300S and D300 : The Nikon 300 and updated D3005 
both have the following CLS functionality: TTL Flash 
Control, FV Lock, Auto FP High-Speed Syne, Flash Color 
Information Communication, and Advanced Wireless 
Lighting. When using the D300 or the D3008 in AWL, you 
can use the built-in flash as a Commander, You can also se 
2 Speedlight such as the $910, 88-900, SB-800, or SB-700, 
Which offer both Commander and Remote options; the 
SU-800, whieh offers Commander options; or the SE-600, 
58-500, or SB-R200, which can act as remotes only. 

E D200 : The Nikon D200 has the following CLS 
functionality: TTL Flash Control, PV Lock, Auto FP High- 
‘Speed Syne, and Advanced Wireless Lighting: When using 
the D200 in the AWL, you can use the builtin fash asa 
Commander or the $8910, $8-000, $B-800, or $B-700, 
which offer both Commander and Remote options; the 
‘SU-800, which offers Commander options; or the S8-600, 
‘8-500, or S8-R200, which can act as remotes only. 

m 07200, D7100, and D7000 : The Nikon D7000, D7100, 
and D7200 have the following CLS functionality: TTL- 
Flash Control, FV Lock, Auto FP High-Speed Syne, and 
‘Advanced Wireless Lighting. When using the Nikan D7000 
and D7100 in the AWL, you can use the builtin flash as a 
Commander or the S810, $8-900, S8-800, or SB-700, 
which offer both Commander and Remote options; the 
‘SU-800, which offers Commander options, or the SB-600, 
‘58.500, or SB-R200, which can act as remotes only. The 
17100 also has the ability to automatically deter if a filter 
is attached to an SB-910, SB-900, or S8-700 that is mounted 
fon the camera and set the White Balance (Flash Color 
Information Communication). The D7200 can also use the 
 SB-500 as a Commander in the AWL- 

m D90 The Nikon D90 was the first Nikon DSLR to offer 
viden recording along with still images- It had the ful CLS 
functions list, including TTI. Flash Control, FV Lock, Auto 
FP High-Speed Syne, Flash Color Information 
Communication, and Advanced Wireless Lighting. For the 
Advanced Wireless Lighting to work, you need a Speedlight 
such asthe SB-910, 8-900, SB-800, ar SB-700, which affer 
both Commander and Remote options; the SU-800, which 
offers Commander options; or the 58-600, SB-500, or SB- 
R200, whieh can act as remotes only. The built-in fash on 


the D90 can act as a controller for the Advanced Wireless 
Control allowing you to contral two groups (A and B). 


E D80 :The Nikon DEO supports the Creative Lighting 
System, including -FTL Flash Control, FV Lock, and Auto 
FP High-Speed Syne. With the buile in flash in Commander 

‘mode (AWI), you can use the D80 to control remote 
58-010, S-90, 38-800, SB-700, SB-600, SB-500, or SB- 
R200 flash units. You can also use the SU-800, 8-910, 
8-900, or the 5-700 as a Commander on the camera to 
contol remore flashes, 


E D70 and D705 : When used with a compatible Speedlight, 
‘he Nikon D70 supports a range of CLS options including č 
‘TTL Flash Control, Flash Color Information Communication, 
FV Lock, and Advanced Wireless Lighting. You can use the 

builtin Aash to control SB-910, 58-900, 8-800, 38-700, 
'$8-600, SB-500, or SB-R200 flash units using the Custom 
Menu 19 sening (Figure 4.6 ). You can also use the 
SU-800, SB-910, or SB-900, or you can use the SB-700 as a 
Commander on the camera to control remote ashes, The 
builtin fash can trigger only remote flashes that are set to 
group A and channel 3. The D70 and D70S do not support 
‘Auto FP High-Speed Sync. 


Flash mode 


m4 TTL 
ill Manual 


Figure 4.6 Custom Menu 19 allows you to set the flash mode 
for the Nikon D70s to TTL, Manual, ar Commander for off- 
‘camera flash control 


AL these cameras offer photographers a way to trigger an 


‘unlimited number of off-camera flashes in at least two groups (A 
and B) with the buile in flash. This means thar If you had Just ome 
Speedlight, you can experiment with off-camera ash without 
having to spend a whole Iot af money. 


Entry-Level Cameras 


‘The cameras in the entry-level category all come with built-in 
‘ashes, but that fash cannot be used as a Commander to wigger 
off-camera remote flashes using AWL. Nor do these models affer a 
‘complete menu of Creative Lighting System options because they 
are missing the EV Lack and the FP High-Speed Syne- 
= D5500, D5300, D5200, D5100, and D5000 : This line of 
Nikon DSLR camera bodies has reduced CLS functionality. 
They support the LTTE Fash Control, Flash Color 
Information Communication, and Advanced Wireless 
Control when using the S8-910, 8-900, SB-800, or 38.700, 
Which offer both Commander and Remote options: the 
‘SU.800, which offers Commander options, or the SB-600, 
S8500, or $8200, which can act as remotes only. These 
cameras do not have the FV Lock or the Auto FP High- 
‘Speed Syne. The D5500 can use the SB-S00 asa 
Commander flash in the Advanced Wireless Lighting. The 
builtin fash on these cameras cannot be used 10 a5 a 
Commander in the Advanced Wireless Lighting 


= D3300, D3200, D3100, and D3000 : This line of entry- 
level Nikon DSLR camera bodies offers reduced CLS 
functionality. They support the -TTI Flash Control, Flash 
Color Information Communication, and Advanced Wireless 
Control when using the SB-910, SB-000, SB-800, ar 8-700, 
which offer both Commander and Remote options: the 
‘SU-800, which offers Commander options, or the S8-600, 
‘8-500, or SB-R200, which ean act only as remotes. These 
‘cameras do not have the FV Lock or the Auto FP High- 
‘Speed Syne, nar can their builtin flash be used asa 
Commander (Figure 4.7 ). 


Nikon 


Figure 47 Although the D3200 has a built-in flash, you need to 
use an $5.700 (shown), SB-800, SB-900, or SB-910 to beable to 


trigger off-camera remote flashes. 


= D60, D50, D40, and D40X : These oder, discontinued 
entry-level Nikon DSLRS are the most limited in CLS 
functionality. They support the -TTL. Flash Control and 
Flash Color Information Communication and allow you to 
‘control remote off-camera flashes when using the SB-910, 
58:900, SU-800, or 58-700 as a Commander 


Final Thoughts 
1 started with Nikon cameras when 1 still photographed using film. 
1 have used many of the Nikon DSLR discussed in this chapter— 
from the entry-level D3200, which I still own, to the Nikon D4 and 
D750, which are my current go-to cameras for work. Knowing 
which Creative Lighting System functions your camera supports is 
important, but knowing which are important to your style of 
photography is vital. To me, for example, the ETTI. Flash Control 
and Advanced Wireless Lighting are key, and both are supported 
by ali the cameras when using a Speedlight. 


5. Lighting in Your Pocket 


A flash opens up a whole new world of photographie possibilities, 
You are no longer dependent on just the ambient light but ean now 
add illumination exactly where and when you want it Called 
Speedlights since they were introduced back in the 1960s, the 
Nikon flashes are compact, powerful, and prety easy to use right 
out ofthe box 


How a Flash Works 


‘The Nikon Speedlights (in fact, all flashes) are amazing pieces of 
technology. They produce a bright, consistent fash of light over 
and over again and yet are small enough to fi in your pocket. They 
don't need to be plugged into a power source but instead run on 
‘regular batteries that can be purchased anywhere 


The four basie components to a flash are the flash tube, a 
transformer, the capacitor, and a power source. When the flash is 
tumed on the transformer takes the low voltage energy from the 
power source (AA batteries in the ease of mast Speedlights), turns 
ik into high voltage energy, and flls the capacitor. When you 
trigger the Speedlight, the energy in the capacitor is released and 
fires the flash tube to create a quick, bright, burst or light. When 
the capacitor is filled again, the flash is ready to fire once more. 
‘The recycle time depends on the freshness of the batteries, and 
how much of the capacitor was drained on the previous flash. The 


‘more power that the Mash needs, the longer it takes to recharge the 
capacitor, the longer you have to walt between flashes, and the 
quicker you will drain the batteries. 


There isa lot more on the different types of 
batteries for use in Speedlights in Chapter 6 


‘Once the capacitor has fully charged, the Mash lets you know it is 
ready to fire by illuminating the ready lamp on the back of the 
lie f the fash is mounted on the camera a flash ready indicator 
‘through the viewfinder. It is possible to fire the flash before it has 
a full charge but you don't ger the full illumination power if you 
do. 


‘The true marvel is that you can choose to manually or 
automatically adjust the amount of energy from the capacitor that 
is used, thereby changing the power of the fash and the amount of 
‘lumination. Put the fash in TTL. (Through The Lens) mode to 
change flash power automatically based on what the camera sees, 
for use Manual mode to control the output yourself, When the 
output af the fash is adjusted, the intensity of the Aash doesn't 
actually change, but instead the length of the flash either increases 
or decreases depending on the power setting. The longer the 
duration ofthe fash, the more light is produced. 


Current Speedlight Lineup 


The current Nikon Speedlights range from the simple SB-200 all 
the way to the feature- laden SB-010 (Figure 5.1). Each of the 
current ashes works with the full line of Nikon DSLRs and many 
of the Nikon COOLPIX cameras. The way I lol at it, the SB-300 is 
‘low-end flash for those who need a just a itl extra light right 
‘on the camera. This flash does not have any of the wireless 
controls of the more advanced lashes, The lineup offers a couple 
fof mid-level flashes far those wanting more power, flexibility, and 
the Advanced Wireless Lighting (AWL) functions. These flashes, the 
'SB-500 and $8-700, cost a lite more bur allow for greater creative 
control over your images. Then there is the top-of-the-line Nash, 
the SB-910. This is the unit with all the bells and whistles, the 
‘cream of the erop, and the most advanced choice in the Nikan 
lineup. It also comes with the heftiest price tag and retails for more 
than twice as much as the midrange units 


Figure 5.1 The Nikon 58-300, SB-500, $8.700, and SB-910 


sB-200 


‘The SB-300 AF Speedlight is the simplest ofthe Nikon ashes. 
Although it ean help to add some extra light ro your images, iis 
‘really quite limited in function, especially compared to the SB-500 
‘The S8300 has a power switch and a ready lamp on the back, and 
you can angle the flash head up and down. Limited in its ability, 
thie Speedlight cannot be used off-camera as part of an Advanced 
Wireless Lighting setup. Because the Mash head does not rotate, 
you can bounce the ash in one direction only. This is the least 
Powerful of the Nikon Speedlights and runs off two AAA batteries. 
‘The 88-300 cannot be used as a Commander o a remote for oft- 
camera work, 


Figure 5.2 shows the SB-200' features. 


Wa. 


Figure 5.2 The Nikon SB-300 Speedlight 


‘lash head : The fash head contains the fash tube. 

Battery chamber cover : The SB-300 takes two AAA 

batteries. Sliding the cover toward the base of the flash 

opens the battery compartment. 

Mounting lock pin : There is a small pin that when 

extended locks the fash into the hor shoe o the flash stand. 

The mounting foot lock (9 ) controls the mounting lock 

pin. 

4. Hot shoe contacts: These are contacts that pass the 
information between the lash and camera 

5, Mouting foot : This is the metal foot that connects the fash 
to the hot shoe on the camera or the fash stand. 

Flach head tilt seale: This scale shows the vertical 

position of the flash head to 120 degrees. 

Ready light : When the flash is ready to fire, this ight 

8. On/OFF: This switch turns the flash on and oft. 

9. Mounting foot Tock : This lever locks and unlock the flash 
when it is attached to the hot shoe of a camera or on the 

fash stand 


8-500 
Released in late 2014, the SB-500 is the newest addition to the 
Speedlight family, and it bas a feature that is unique among all the 
current Speedlights. Not only does the SB-500 have a regular flash, 
italso has a builtin, 100-ux LED video light that you ean set to 
three pomer levels. This is the first, and curently only. Speedlight 
to have this capability. 

‘The SB-500 can be used as a remote in the AWL mode using the A 
(or group only using channel 3 and as a Commander only when 
attached to the Nikon D810 or the Nikon D750. The SB-500 takes 
Two AA batteries and can go through them pretty quickly when 
using the LED video light. 

Figure 5.3 shows the SB-500's features. 


Figure 5:3 Nikon SR-500 Speedlight 
‘Flash head: The ash head contains the flash tube. 
LED light : The LED light is housed in the body of the flash 
and is not adjustable like the flash head- 
Wireless triggering sensor : The Advanced Wireless 
Lighting capabilities of the Creative Lighting System use 
lineofsight triggering, and this is the sensor on the fash 
that reads the light from the Commander unit when the 
'S8-500 isin Remote mode. You need to be careful that this 
Sensor Is visible to the Commander for the system to wark 
properly. 
Battery chamber cover : The SB-500 takes nwo AA 
batteries. Sliding the cover toward the base of the flash 
opens the battery compartment. 
Mounting lock pin : There is a small pin that when 
extended locks the fash into the hor shoe or the fash stand. 
The mounting foot lock (18 ) contrals the mounting lock 
pia, 
6, Hot shoe contacts: These are contacts that pass the 
information between the flash and camera, 
‘Mounting foot : This is the metal foot that connects the 
fash to the hot shoe on the camera or the fash stand. 
Flash head tilt seale This scale shows the vertical 
position of the flash head to 90 degrees. 


Flash head rotate scale: This seale shows the horizontal 
position of the lash head. Ir can rotate 180 degrees eft or 
fight. 

LED power setting button : Tapping this button eyes 
through the power settings ofthe LED. Press and hold the 
button to turn the LED an and off. 

LED power setting indicator : These 
current power setting of the LED lamp. 
‘TTL indicator : When lit, the fash is in TTL mode. 
Manual mode indicator: When the flash is in Manual 
mode, this light is lit The flash can be placed in Manual 
mode only by selecting Manual in the Optional Flash menu 
om the camera. 

‘Commander mode indicator: The SB-500 Speedlight can 
be used as a Commander when mounted on a Nikon D750 
Nikon D810. When in this mode, the Commander 
indicator light i Uluminated 

Ready light: When the fash is ready to fire, this lamp is 
red, 

‘Test fire button : When the ready light is glowing red, 
pressing this button fires the flash. 

(0n/0f/LED/Remote : This switch turns the flash on and 
sets the mode. You ean set it to either regular flash, LED, 
Group A, or Group B. 

Mounting foot lock : This Jever locks and unlocks the flash 
when it is attached to the hot shoe ofa camera or on the 
Tash stand 

Flash stand : The SB-500 comes with a hard plate flash 
‘stand that allows the flash to be placed off-camera, The 
Stand has a tripod socket on the bottom allowing the stand 
to be placed on a tripod or light stand. 


hs show the 


‘The SH-500 comes with a soft case anda Speedlight stand but does 
not have a diffusion dome or any color-correcting gels The SE-500 
does not have a syne terminal or the ability to use an external 


power 


pack. This fash is also noticeably more compact than the 


8-700 and SB-010. 
‘The SH-500 works as a TTL ash when attached to the camera. All 
you have ro do is mount it on the camera hot shoe and tum ion 

‘The flash has no real controls, but instead the camera controls the 
‘ash mode and power. The only controls on the flash allow you to 


change the made from fash to LED ight and then to set the flash 
Into the Remote mode, 


Commander Mode 


‘The Nikon SB-500 can be used as a Commander to control the off- 
camera remote flashes but only when used with the D810 and 
D750 camera models, The SB-500 needs to be mounted on the 
camera hot shoe: then, in the camera menu system, choose 
Commander mode under the Optional fash setting You can then 
Set up to two groups in ane of faur channels. When the SB-500 i in 
Commander mode, the Commander mode indicator (14 ) is 
illuminated. 


Remote Mode 


‘The SB-500 can be used as a remote flash in either the A oF B 
group using channel 3 Serting the flash as a remote unit is easy; all 
You have to do is ratate the on/aff/LED/remote switch (17 ) t0 
ither the A or the B. 


s8700 


‘The SB-700 was released in 2010 as an update to the SB-600. This 
Speedlight can aet as either a Commander or a remore. When used 
as a Commander, it can trigger remote Speedlights in two groups, 

A and B, and when used as a remote can be part of the A, B, or C 
‘group. This flash has a convenient slide switch that enables you to 
hange the pattem of the light easily fram Standard for general 
photography to Center Weighted for portraits or to Even for group 
Shot or lighting interiors. The SB-700 has two hard-plastie color- 
correcting filters that the lah can read and in turn send the 
proper white balance information to the camera. The S-70 also 
has'a built-in bounce card that the S8-600 lacked and comes with a 
diftusion dome and a stand. 


Figure 5.4 shows the S8-700' features. 


Figure 5.4 The Nikon SB-700 Speedlight 


‘Built-in bounce card : This built-in white plastie bounce 
‘card is meant to bounce a litle light when the Aash head is 
‘not pointed diredy at the subject. 
Built-in wide flash diffuser: When this diffuser is pulled 
out and placed over the flash head, the light from the flash 
1S spread out to cover the area covered by a 14mm focal 
length The oom on the fash is automatically set to 14mm 
when it is In use, 
‘lash head : The ash head contains the ash tube and the 
mechanism that zooms the flash head. The SB-700 
automaticaly sensors the focal length of the lens attached 
and adjusts the zoom to match. 
Filter detectors: When the hard-plastic filter is attached to 
the flash head, the Tash can read the filter and ser the white 
balance automatically. 
5. Diffusion dome detector : The SB-700 ean tell whe 
supplied diffusion dome is attached and automatica! 
adjusts the zoom. 
"lash head tilting/rotating lock release button: Pressing 
this button allows you to adjust the tilt and rotation of the 
‘ash head. The Nash head can rotate left o right 180 
degrees and can tilt up 90 degrees, 
‘Sensor for wireless triggering : The Advanced Wireless 
Lighting capabilities of the Creative Lighting System use 


the 


line of sight wiggering, and this is the sensor on the flash 
that reads the light from the Commander when in Remote 
‘mode, You need to be careful that this sensor is visible to 
the Commander for the system to work properly. 

Battery chamber cover. The S8-700 takes four AA 
batteries. Sliding the cover toward the base of the flash 
apens the battery compartment. 

AF-Assist contacts : These contacts are used to 
Communicate between the flash and camera when the AF- 
Assist Mluminator (12 ) is needed. 

Mounting loek pin : There is a small pin that when 
extended locks the flash into the hor shoe or the flash stand. 
The mounting foot lock (28 ) controls the mounting loek 
pin. 

Remote ready light: When the $8-700 is in Remote mode, 
there are two lights that will flash in the front ofthe flash, 
Jetting you know it is ready to fire. The front placement 
makes it easier to see when the lash is placed off-camera, 
AAF-Assist Illuminator : In low-light situations and when 
the attached DSLR isset to Single-Subject Auto-Fous, the 
builtin LED projects a red light on your subject to heip the 
camera achieve focus, 

Hot shoe contacts: These are contacts that pass the 
Information between the lash and camera, 

Mounting foot : This is the metal foot that connects the 
‘lah to the hot shoe on the camera or the fash stand. 

Flash head tilt seale : This seale shows the vertical 
position ofthe lash head from -7 degrees to 90 degrees 
Flash head rotate scale : This seale shows the horizontal 
position of the fash head It ean rotate 180 degrees left or 
right, 

Mode switch : This switch controls which mode the flash is 
in. Jast slide i between TTL, Manual, and GN. 

Zoom button: You can change the zoom af the flash by 
pressing this buron. Ir cycles through the zoom range of the 
fash. 

Ready light/test button: This light comes on when the 
‘ash is ready to fire. Pressing the button will trigger the 
ash. 


20, Menu button : Press the menu button to open the custom 
setting menu. You can then use the selector dial (27 ) to 
‘choose an item and the OK button (28 ) to open that 
senting menu. 

21. Mounting foot loek : This lever locks and unlocks the flash 
When ii attached to the hot shoe of a camera or on the 
Nash stand. 


Flash stand: The SB-700 comes with a hard plate flash 

stand that allows the flash to be placed off-camera. The 

Stand has a tripod socket on the bottom allowing the stand 

to be placed ona tripod or light stand. 

22. LOD sereen : The LCD sereen shows the current setting for 
the flash. 


24. Flash pattern selector switch : The SB-700 has three 
diferent ilumination paterns that are set here by sliding 

the switch up ar down. The Standard setting is the basie 

pattem used for most situations. The Center Weighted 
pattern puts more of the flash in the center of the frame and 

Jess on the edges. The light falls off quicker than withthe 

Standard senting. The final pater isthe Even setting where 

the light does not fall off at the edges as much as the 

Standard or Center Weighted patterns. 

SEL button : This button allows you to change a selected 

Setting on the flash depending onthe mode. Press the SEL. 

button to highlight the setting and then use the selector 

dial (27 ) and ro adjust the setting and the OK button (28 ) 
te confirm it. On the LCD sereen there will be an icon above 

{he SEL button depicting what it is eurently set to adjust. 

(0n/0ft/Remote/Master switch: This is the power switch 

that tums the flash on and allows you to easily set the mode 

from regular flash to Remote or Commander mode. You will 
need ro press the button inthe middle ofthe switch to 

Remote or Commander mode. 

27. Selector dial: You can rotate the selector dial to change 
Settings on the flash depending on the current mode. 

(25. OK button : The OK button has two functions. The first is 
when pressed once to confirm a setting The second is when 
You hald the buton down for a second, which then opens 
the custom functions menu. 


Figure 5.5 shows the information on the SB-700's LCD sereen- 
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Figure 5.5 Nikon SB-700 Speedlight LCD 


lash mode : This shows the current setting of the flash. 
Pressing the Mode button cycles through the modes 
available on the fash. 

Zoom setting : This shows the current zoom setting ofthe 
fash. It will change depending on the lens attached, the 
focal length, and any diffusers attached, 

‘lash graphie : This shows that the AF-Assist Uluminator 
(12) is working, the angle of the flash head, and the 
partem af the light 

Temperature gauge : This shows how hor the flash is 
geting. If the fash gets too hot, it will shut off 
uomaricaliy 

‘Label This shows the function of the button right below 
the screen. In normal use, itis set to adjust the flash 
compensation 

Wireless mode icon : This arrow icon shows that the flash 
is in Advanced Wireless mode. 

Remote group : This shows what group the remote is 
currently set to. 

Remote channel : This shows the current channel the flash 
isset for. 

‘Label This shows the function of the button right below 
the sereen when in Remote mode; here it is ser to aet as the 
SEL button, 

Master flash mode: This shows what mode all the remote 
ashes wil use. The mode is changed by the slider switch 
fon the back left of the flash. The mode is set for all the 
groups at once. 

Group icon : The A and B icons stand for the two groups 
that the 58-700 can trigger. The M is for the Master fash on 
the camera, 

Group power adjustment: The power adjustment for each 
group is shown here, either as a fraction when in Manus 
ode or as + or ~ stops of light. 

Channel : This is the channel that the Commander is ser to. 
“The remotes need to be on the same channel to work. 

Label ! This shows the function of the button right below 
the screen in Commander mode where it is set to aet as the 
‘SEL button. 


Commander Mode 
‘The SB-700 can act as a Commander (or Master) fash controling 
an unlimited number of remote fash units in two groups, A ar B, 
using ane of four channel. To use the SB-700 in Commander 
mode, just follow these steps: 
1. Put the flash on the camera and lock it in place using the 
mounting foot Jock. 
2 Tum the power switch to MASTER, 
3. Set the mode switeh to TTL, Manual, or GN. 
4, Press the SEL button to cycle through the channels and 
groups. 
5. When on a group, use the dial to adjust the power for that 
selected group and then press the SEL button to goto the 
56. When the channel is highlighted, use the dial to pick 
between the Tour available channels. 
Remember that all the remote flashes need to be using the same 
channel as the Commander and In groups A and B. 


Remote Mode 
‘The SB-700 can be used as a remote far off-camera fash. You can 
set the SB-700 to the A, B, or € group and use any of the four 
hannes. To use the 5-700 in Remote mode, follow these steps: 
1. Turn the power switch to REMOTE 
2 Press the SEL button to switch between the Group mode 
(GR) and the Channel (CH). 
8, When in the Group mode, use the dial to select the A, B, ar 
C group. 
4 When in the Channel setting, use the dial to select between 
channels 1, 2, 3, and 4 
Remember that all the remote flashes need to be using the same 
channel as the Commander. You also need to make sure that if you 
are using group C, you are using a Commander that supports group 
C, such a the SU-800, 8-800, 58-900, or 8-910, 


seno 


‘The S8-910 is the current top-of the-line Speedlight. It is the 
biggest, most powerful Nikan flash available. The SB-910 is a small 


upgrade to the discontinued S8-900, with a few small cosmetic 
changes including illuminated Funetion, Mode, and Menu buttons 
and a reworked thermal cut-off cireuit. 


Figure 5.6 shows the SB-910' features. 


m 


Figure 5.6 Nikon SR-910 Speedlight 


1. Built-in bounce card : This built-in white plastic bounce 
‘card is meant to bounce a litle light when the Aash head is 
ot pointed direty atthe subject. 

2 Ruile.in wide flash diffuser: When this diffuser is pulled 
out and placed over the flash head, the light from the ash 

{spread out to caver the area covered by a 17mm focal 

length, The oom on the flash is automatically set to 17mm, 

when it is in use, 

Flach head : The ash head contains the flash tube and the 

mechanism that zooms the flash head. The SB-010 

suomatically sensors the focal length of the lens attached 

And adjusts the zoom to mateh. 

4. Filter detectors : When the hard-plastic filter is attached to 
the flash head, the flash can read the filter and set the white 
balance automatically 

5. Fash head tilting/rotating lock release button: Pressing 
this burton allows you to adjust the tilt and rotation of the 
fash head. The flash head can rotate left or right 180 
degrees and can tilt from 90 degrees up to -7 degrees down. 


6, AF-Assist Illuminator: In low-light situations and when 


the attached DSLR is set to Single Subject Auto-Foeus, the 
builtin LED projects a red light on your subject to heip the 
camera achleve focus, 

Battery chamber cover : The S8-910 takes four AA 
batteries Sliding the cover toward the base of the flash 
apens the battery compartment. 

External battery terminal: This port is where the external 
batterypack (SD-9) plugs into the flash. You need t0 
remove the plastie plug on the flash before you can plug the 
battery in. 

‘Sensor for wireless triggering : The Advanced Wireless 
Lighting capabilities of the Creative Lighting System use 
line-af'sight wiggering, and this is rhe sensor on the fash 
that reads the light from the Commander when in Remote 
mode. You need to be careful that this sensor is visible to 
the Commander for the system to work properly. 

Sensor for non-TTL auto fash : This sensor allows the 
‘ash to read the light being bounced off the subject, 
allowing the fash to meter the light instead of relying on 
the TTL information from the camera. 

AF-Assist contacts: These contacts are used to 
communicate between the flash and camera when the AF- 
Assist Mluminator (6 ) is needed. 

Hot shoe contacts: These are contacts that pass the 
information between the lash and camera 

Diffusion dome detector : The SB-010 can tell when the 
supplied diffusion dome is attached and automatically 
adjusts the zoom. 

Remote ready light: When the $8-910 is in Remote mode, 
there are two lights that will flash in the front af the flash, 
Jetting you know it is ready to fire. The front placement 
makes it easier to see when the fash is placed off-camera, 
Syne terminal : This port allows you to use a syne cable to 
fire your flashes. 

Mounting lock pin : There is a small pin that when 
extended locks the flash into the hor shoe or the flash stand. 
The mounting foot lock (28) controls the mounting lock 
pia. 

Mounting foot : This is the metal foot that connects the 
‘lah to the hot shoe an the camera or the fash stand. 


18. Flash head tilt seale : This seale shows the vertical 
position of the lash head from -7 degrees to 90 degrees. 

19. Flash head rotate scale: This seale shows the horizontal 
position of the flash head. It can rotate 180 degrees left or 
Fight. 

20. LOD : The LCD sereen on the back of the $8-910 shows the 
currently selected ash functions and gives the function, 
buttons context 

21. Funetion buttons : The SB-910 has three buttons located 
under the LCD that have different functions depending on 

the flash mode, Their unction is annotated above each 

button on the LCD sereen. From left to right as you look at 

the back of the flash, these are function buttons 1, 2, and 3 

Mode button: The Mode button controls which mode the 

fash is in. Press the burton to cycle through the flash 

modes. 

25. Zoom button : You can change the 200m af the fash by 
pressing this button. It eyeles through the zoom range of the 
fash. 

24. Mounting foot loek : This lever locks and unlocks the flash 
when it is attached to the hot shoe ofa camera or on the 
Tash stand 

25. Ready light/test button : This light comes on when the 
‘ash is ready to fire. Pressing the button will trigger the 
fash. 


26. On/Off/Remote/Mastr switch : This is the power switch 
that turns the flash on and allows you to easily set the mode 
from regular flash to Remote or Commander mode. You will 
need ro press the burton in the middle ofthe switeh ta 
Remote or Commander mode. 

27. Selector dial: You can rotate the selector dial to change 
settings on the flash depending on the current mode. 

28. OK button : The OK button has two functions- The first is 
when pressed once to confirm a setting The second is when 
You hold the button down for a second, which then opens 
the custom functions menu. 

(29. Flash stand : The SB-910 comes with a hard-plastic flash 
‘stand that allows the flash to be placed off-camera. The 
Stand hasa tripod socket on the Bottom allowing the stand 
to be placed on a tripod or light stand. 


Figure 5.7 shows the information on the S8-910's LCD sereen 
NORMAL 


COMMANDER 


Figure 57 Nikon $8-910 Speedlight LCD 


‘lash mode : This shows the current setting of the flash. 
Pressing the Mode button cycles through the modes 
available on the fash. 

‘Camera 180 : This shows the current ISO of the camera 
thatthe flash is attached to, 

Effective flash output range : This shows the effective 
range of the flash with the eurent settings. 

Zoom setting : This shows the eurent zoom setting af the 
fash. It will change depending on the lens attached, the 
facal length, and whether any diffusers are attached. 

‘Label 1 : This shows the function of the funetion button 
right below the sereen. In normal use, it is set to the Zoom 
button, 

[Label 2: This shows the function of the funtion button 
‘ight below the sereen. In normal use, it is set to flash 
compensation button. 

‘lash graphie : This shows at the AF-Assist luminator is 
working, the angle of the flash head and the partern of the 
Tight 

‘Temperature gauge : This shows how hot the flash is 
geting. If the fash gets too hot, it will shut of 
uomaricaliy 

Label 4: This shows the function of the Test button right 
below the sereen. it can either test the flash or fire the 
modeling light function. 

Wireless Mode icon : This arraw icon shows that the fash 
is in Advanced Wireless mode. 

Remote group : This shows what group the remote is 
currently set to. 

Remote channel This shows the current channel the flash 
isset for. 

Label 1 : This shows the function of the function button 
right below the sereen. In Remote use, it is set t0 the Zoom 
button 

Label 2 : This shows the function of the function button 
right below the sereen. In Remote mode, ts set to SEL or 
the select function. 


15. Remote Mode icon : When in Remote mode, the flash 
‘shows the word “REMOTE” across the back, 

6. Sound icon : The $8-910 canbe set to beep when ready to 
fire in Remote mode. This icon shows that status of sound 
setting 

17. Label 3 : This shows the function of the function button 
right below the sereen: in Remote mode, it is set to sound. 

18, Master flash mode : This shows what mode the 58-010 
attached to the camera will use if it is going to add light to 
the scene. In this example the — means that the ash will 
not be adding any light 

19. Group icon : The A, B, and € icons stand for the three 
groups that the SB-910 can trigger. 

20. Group flash mode : The mode for each group ean be 
different. Here is where you ean easily see and adjust the 
fash modes 

21. Group power adjustment : The power adjustment for each 
group is show here, ether as a fraction when in Manus 
mode or as + or — stops of light. 

22. Channel: The channel that the Commander is set to. The 
emotes need to be on the same channel to work. 


Commander Mode 
‘The $8-910 Speedlight can be used as a Commander unit to contrat 
an unlimited number of remote fash units in three groups using 
‘one of four channels. To use the SB-010 as a Commander, just 
follow these steps: 

1. Mount the flash on the camera and tum the mounting foot 

Jock to the right to lock the flash on the camera. 

2 Turn the flash to Master mode using the power switch. 

3. Use the function burton 1 to cycle through the A, B, and C 
groups along withthe Master flash. 
With the selected group highlighted, press the Mode button 
to select the mode for that group from the following 
choices 
~ means that the group is tumed off and will nat fire. 
TTL sets the group to THL mode, and the camera will 
control the power of the flash based on the light that the 
Camera reads in the scene. 


M is Manual mode, where you control the power of the 
flash as a faction. 
‘Ais Aperture mode. 

5, Use funtion button 2 to select the flash output. 

6. Adjust the lash output ofthe selected group by using the 
Select dial and then press the OK button. 
‘Press funtion button 2 t elect the channel. Pressing the 
button cycles through the four available channels 


Remember that all the remote flashes need to be using the same 
channel as the Commander to wor, 


Remote Mode 
‘The SH-910 can be used as a remote for off-camera flash. The 
$B.910 can be set to the A, B, or C group and use any of the four 
channels. To use the SB-000 in Remote mode, follow these steps: 
1. Turn the power switch to REMOTE 
2. Press function button 2 to switch between the Group mode 
(GR) and the channel (CH). 
3. When in the Group mode, use the Select dial to select the A, 
B, or C group. 
4. When in the Channel setting, use the Select dial to select 
beween channels 1, 2, 3, and 4 
Remember that all the remote flashes need to be using the same 
channel as the Commander You also need to make sure that if you 
are using group C, you are using a Commander that supports group 
C such a the SU-800, SB 800, 38-900, or 8-910, 


Specialized Speedlights 
‘There are two specialized Nikan Speedlights, the SB-R200 remote 
unit and the SU-800 Commander unit The 88-200 is a small unit 
meant to be attached to the front of the lens for close-up work and 
cannot be mounted onthe camera hot shoe or used without a 
Separate flash in Commander mode or the SU-800 as a rigger. The 
SU-800 Commander is a dedicated unit used to trigger off-camera 
Speedlights in Advanced Wireless Lighting usage. 


SB-R200 Remote 


‘The SB-R200 is a specialized Speedlight designed mainly for close- 
up work. This Speedlight cannot be used alone but instead is used 


as a remote unit triggered by either a Speedlight in Commander 
‘mode, an SU-800 Commander unit, ar a builtin flash set to 
Commander mode. The SB-R200 doesn't have a standard mounting 
{oot and cannot be mounted on a camera hot shoe. The S#-R200, 


can be used in the A,B, ar C group in one of four channels 
Figure 5.8 shows the SB-R200's Features. 


Figure 5.8 Nikon SB-R200 Speedlight 


1. Flash head: The flash head of the SB-R200 is basically the 
Whale body of the flash. The flash head does not zoom- 

2 Target ight: This light helps you aim the SB-R200. It can 
Þe tumed on remotely using the SU-800 or the S8-R200 
target light switeh (4). 

3. Group dial: This determines the group to which the SB- 
R200 is set. Just rotate the dial ro change between A, B, and 
ta 

4. Channel dial : This sets the channel that the flash uses to 
communicate between the Commander and the remote. 
‘Turn the dial to pick the channel you want to use, 1, 2, 3, 

5. Target light switeh : Pressing this turns the target light (2 
J on or off. 

56. On/Off button : Turns the flash an and of 
‘TTL cord terminal : The S-R200 can be used with older 
cameras that do not have Creative Lighting System 
capability by using the SU-800 and the optional TTL SC:30 
ford, The cod fom the SU-800 plugs in here. 

8, Mounting foot: The mounting foot of the SB-R200 is made 
to anach fo the SX-1 attachment ring. Once the flash is 
mounted, slide the lack Into place. 

9. Foot adjustment release button: The S8-R200 attaches 10 
the SX-1 attachment ring and not to the camera hot shoe. 


“The position af the Mash can be adjusted by pressing in 
these buttons and sliding the flash around. 

10. Sensor for wireless control : This is the sensor that the 
Commander lash needs to see in order to trigger this unit. 
‘The sensor is on the bottom because this 1s the part that 
faces the camera when the flash is attached to the front of 
the lens using the SX-1 attachment ring. 

11. Ready light This light Hluminates when the flash is ready 
tore, 

tery chamber: The SB-R200 takes one CRIZSA (3V) 

lithium battery. Slide the battery chamber cover to the 
ounside af the fash to open. 

15. Stand (not shown): The SB-R200 comes with a special 
‘stand that allows the fash to be used without the SK-1 
attachment ring. 


Remote Mode 
‘The SB-R200 is always in Remate mode and cannot be used any 
other way. The contol far the lash are on the top, with the 
power button an the right and two dials an the left. Just set the 
Zroup with the top dial and the channel with the bottom dial, and 
the flash is ready to go. The sensor that the Commander fash 
needs to “see” is located under the flash, perfectly positioned to 
activate the Mash when the SB-R200 Is used as part of the Nikon 
close-up kit, which is covered in Chapter 6 


SU-800 Wireless Speedlight Commander 
‘The Nikon SU-800 is a compact unit that uses infrared signals to 
trigger the remore flashes. The SU-800 does not add any 
{kimination to the scene because it has no flash tube. The 
advantage tothe SU-800 is that it costs a Tot less than the SB-910 
and has the same ability to act as a Commander for unlimited 
ashes in groups A. B, and C. 

You can reset the SU-800 Commander to the factory defaults by 
pressing and holding the on/off and mode buttons simultaneously. 
‘The LCD panel will blink three times 


Figure 5.9 shows the SU-800's features. 


Figure 5.9 Nikon SU-800 Wireless Speedlight Commander 


1. Commander transmit window : The infrared transmitter 
is behind this window. 

2. AF-Assist Illuminator: In low-light situations and when 
the attached DSLR is set to Single Subject Auto- Focus, the 
builtin LED projects a red light an your subject to heip the 
camera achleve focus, 

‘A TTL cord terminal: You can connect the SU-800 to the SB- 
R200 using an optional SC-20 TTL cord while using a 
camera that doesn't support Creative Lighting System. 

4, Battery chamber : The SU-800 takes one CRI23A (3V) 
lithium battery. Slide the battery chamber cover down 
toward the mounting foot to open. 

5. Mounting lock pin : When the mounting foot loek lever 
(27) is turned, this pin loeks the SU-800 to the camera so 
that the unit 

(6, Hot shoe contacts: These are contacts that pass the 
information between the flash and camera, 

‘Mounting foot : This is the metal foot that connects the 
‘lash to the hot shoe an the camera or the fash stand. 

K LCD panel: This shows the settings used on the SU-800. 

9. Mode button: When a group is selected, pressing this 
cycles through the modes that group can Be set t0. 

10. A-B sleet button: When used in Close-Up mode, this 
bunton i used to set the units In Groups A and B to fire. 

11. Left and right arrow buttons : This allows you to nas 
the SU-800 menus, 


12. Test fire button: Pressing this fires any remote flashes. 


13. Ready light : This comes on when the unit is ready to fire. 


14. On/Off button: Pressing this burton turns the SU-800 on 
and oft 


15. Select button : This allows you to set the current settings. 


16. Target light button : Press this to tur the target light on 
the SB-R200 on or off when used with the SB R200. 


17. Mounting foot lack lever : Turning this lever engages the 
mounting lock pin (5 ) securing the SU-800 to the camera. 


Figure 5.10 shows the information on the SU-800'S LCD screen. 


WIRELESS SPEEDLIGHT COMMANDER SU-200 


Figure 3.10 Nikon SU-800 Speedlight LCD 


1. Remote mode icon : This shows that the SU-800 is in 
Advanced Wireless mode. 


2 Group icons: You can control the A, B, or C group fram 
the Commander. 


3. Mode: This shows which mode the group isset to. Each 
group can be set to a different mode. 


4. Group power adjustment : The power adjustment foreach 
group is shown here, either as a fraction when in Manual 
mode or as + or- stops of light. 


‘Channel : The channel that the Commander is set to. The 
emotes need to be on the same channel to work. 


Commander Mode 


‘The SU-800 Commander works in the Commander mode only. 
Follow these quick steps to get started! 


1, Mount the SU-800 on the camera and engage the locking 
lever, 


2 Turn the SU-800 on by pressing the on/off button. 


Press the SEL button to navigate to Group A, B, and € 
settings. 

4. Press the Mode button to change the mode for the selected 
group. 
Press the arrow buttons to adjust the power af the group. 

6, Press the SEL to get to the channel and then use the arrow 
keys to select the channel you want to use. 


Make sure the remote flashes are set to the same channel, and you 
are gond to go. 


Older and Discontinued Flashes 
Although the older flashes discussed in this section (Figure 5.11 ) 
have been discontinued by Nikon, many ae still available as used 
gear and work great. In fact, I continue to use a few of these quite 
frequently. They all work with the Nikon Creative Lighting System, 
and just Because they are older doesn't make them useless 


Figure 5.11 The discontinued Nikon Speedlights: SB-600, 
5-800, and S-90 


Note 


‘The oniy older flash that don't recommend is the 
discontinued 53-400. You can't use it as part of the 
‘Advanced Wireless Lighting setup nor does the 
fash head allow for bouncing the ight: The SB-400 
was designed simply as a more powerful aliernative 
To the builtin flash, and benter choices are now on 


the market 


8-600 


‘The SB-600 was released in 2004 and discontinued in 2010 and 
was the second lah to be part of the Creative Lighting System but 
Was also compatible with te oder digital and film cameras. The 
'SB.600 was designed to be used on the camera as a dedicated fash 
unit or asa remore lash unit wiggered by another flash in 
Commander mode. The SB-600 cannot be used as a contller to 
trigger remote flashes. 


Figure 5.12 shows the SB-600 features. 


Figure 5.12 Nikon SB-600 Speedlight 


Built-in wide flash diffuser : When pulled out and placed 
over the fash head, this diffuser spreads out the light from 
the flash to cover an area sufficient for a 14mm focal 
length The oom on the Nash is automatically set to 14mm 
when it is In use, 

‘Flash head: The fash head contains the flash tube and the 
mechanism that zooms the flash head. The SB-600 
Slutomaticaly sensors the focal length of the lens attached 
and adjusts the zoom to match. 

‘lash head tilting/rotating lock release button: Pressing 
this button allows you to adjust the tilt and rotation of the 
flash head. The flash head ean rotate left o right 180 
degrees and can tilt from 90 degrees up t0 -7 degrees down. 


Battery chamber cover : The S8-600 takes four AA 
batteries Sliding the cover toward the base of the flash 
‘opens the battery compartment 

Sensor for wireless triggering : The Advanced Wireless 
Lighting capabilities ofthe Creative Lighting System use 
line-af'sight triggering, and this is rhe sensor on the fash 
that reads the light from the Commander when in Remote 
mode. You need 0 be careful thar this sensor is visible 10 


the light rom the Commander for the system to work 
properly. 

AF-Assist contacts : These contacts are used to 
communicate between the flash and camera when the AF- 
Assist Mluminator (11 ) is needed. 

Hot shoe contacts : These are contacts that pass the 
information between the flash and camera 

Remote ready ight: When the SB-600 is in Remote mode, 
there are two lights that will flash in the front af the flash, 
Tetting you know it is ready to fire. The front placement 
makes it easier to see when the fash is placed off-camera, 
AP-Assist Iuminator : In low-light situations and when 
the attached DSLR is set to Single Subject Auto Focus, the 
builtin LED projects a red light on your subject to help the 
camera achieve focus. 

Mounting loek pin : There is a small pin that when 
extended Tocks the fash into the hot shoe or the flash stand. 
The mounting foot lock (21) controls the mounting lock 
pin. 

Mounting foot : This is the metal foot that connects the 
‘lah to the hor shoe on the camera or the ash stand. 
Flash head tilt seale : This seale shows the vertical 
position of the fash head 90 degrees 

Flash head rotate scale: This seale shows the horizontal 
position of the flash Read. Ir ean rotate 180 degrees left to 
0 degrees right 

LCD : The LCD sereen on the back ofthe fash shows the 
current settings. 

Zoom button: You can change the zoom af the flash by 
pressing this button. It eyeles through the zoom range of the 
Fash, When pressed withthe — button (14) for two 
seconds, the custom mens opens, 


16. + and - buttons : These are used to navigate and adjust 
the settings on the flash. 

17. Ready light: This light comes on when the flash is ready 
to fre, 

18. Test button : Pressing this button will rigger the flash. 

19. On/Off switeh : This is the power switch that turns the 
fash on and off. 

20. Mode button : The Mode button controls which mode the 
fash is in. Press the burton to eyele through the Mash 
modes. 

21. Mounting foot lock : This lever locks and unlocks the flash 
when it iS attached to the hot shoe of a camera or on the 

Nash stand 

Flash stand: The SB-600 comes with a hard plate flash 

‘stand that allows the flash to be placed off-camera, The 

Stand has a tripod socket on the bottom allowing the stand 

to be placed ona tripod or light stand. 

Figure 5.13 shows the information on the SB-600's LCD sereen. 


NORMAL 
SPEEDLIGHT SB-600 


REMOTE 


‘SPEEDLIGHT SB-600 


Figure 5.13 Nikon $8-600 Speedlight LCD 


‘ash mode : The text in this position will show the mode 
the flash is set t0. Pressing the Mode button cycles through 
the flash modes, 

Zoom : This shows the current zoom of the flash head, 
AF-Assist Mluminator: The flash can use the AF-assist 
illuminator when this is lit 

‘Standby This shows that the flash is being used in 
Standby mode, which conserves power by powering down 
after 40 seconds 

Remote channel : This shows the current channel being 
used by the S8-600 in remote mode. 

Remote flash icon : This mode shows that the camera is in 
the Advanced Wireless mode. 

Zoom postion; This shows the zoom position of the fash 


head in remate mode. 


8, Remote group : This is the group to which the remote is 


Remote Mode 
‘The SB-600 can be used as a remote in the A, B, or C group in one 
of four channels. To use the SB-600 as a remote flash, just follow 
these steps: 
1. Turn on the flash by pressing the on/off button. 
‘Press and hold the Zoom button and the — button at the 
same time. 

4. Press the + button until you see the Advanced Wireless 
Lighting symbol; it looks like a squiggly arrow pointing to 
the right. 

4, Press the Mode button to change fom off to on: 

5. Press the on/off burton. 

56. Press the Mode burton until the number above the CH starts 
to blink and then press the + ar ~ button to change the 

channel. 

‘Press the Mode button until the letter above the GROUP 

starts 1o blink and then use the + or- button to select the 

group. 

‘The SB-600 is now ready to be used as a remote flash; just make 

sure that the Commander fash is using the same channel. 


ses00 
Considered by many to be the best flash that Nikon has ever 
produced, the Nikon SB-800 is still sought afier by many 
photographers for is power and versatili, as well as its ability to 
Be both a remote ar Commander in the Creative Lighting System. 
Figure 5.14 shows the S8-800' features. 


| 
Figure 5:14 Nikon S8-800 Speedlight 


‘Bulltin bounce card : This built-in white plastie bounce 
‘card is meant to bounce a litle light when the Aash head is 
‘ot pointed diredy at the subject. 

Built-in wide flash diffuser : When pulled out and placed 
over the fash head, this diffuser spreads the light rom to 
Cover an area sufficient for a mm focal length The 200m 
on the fash is automatically set to 14mm when it is in use. 
‘Flash head : The ash head contains the fash tube and the 
mechanism that zooms the flash head. The SB-800 
automatically sensors the focal length of the lens attached 
and adjusts the zoom to match. 

Flash head tilting/rotating lock release button : Pressing 
{his button allows you to adjust the tilt and rotation of the 
fash head. The Tash head can rotate lelt or right 180 
degrees and can tilt from 90 degrees up to -7 degrees down. 
AF-Assist Mluminator In low-light situations and when 
the attached DSLR is set to Single Subject Auto-Foeus, the 
builtin LED projects a red light an your subject to help the 
camera achleve focus, 

Battery chamber cover : The S8-910 takes four AA 
batteries Sliding the cover toward the base of the flash 
opens the battery compartment. 


‘Sensor for wireless triggering : The Advanced Wireless 


Lighting capabilities of the Creative Lighting System use 
[ne-otsight wiggering, and this is the sensor on the fash 
that reads the light from the Commander when in Remote 
mode. You need to be careful that this sensor is visible 10 
the light from the Commander for the system to work 
propery. 

8, Sensor for non-TTL auto flash : This sensor allows the 
‘ash to read the light being bounced off te subject, 
allowing the fash to meter the light instead of relying on 
the TTI- information from the camera. 

9, External battery terminal : This port is where the external 
battery pack (SD-9) plugs into the flash. You need to 
remove the plastie plug on the flash before you can plug the 
bamery in. 


AF-Assist contacts: These contacts are used to 
communicate between the flash and camera when the AF- 
Assist Mluminator (5 ) is needed. 

11. Hot shoe contacts: These are contacts that pass the 
information between the lash and camera 

12. Diffusion dome detector : The SB-800 can tell when the 
supplied diffusion dome is attached and automatically 
adjusts the zoom to the widest 14mm. 

13. Remote ready light: When the SB-910 is in Remote mode, 
there ae two lights that will flash in the front af the flash, 
Jetting you know it is ready to fire. The front placement 
makes it easier to see when the flash is placed off-camera, 

14. Syne terminal : This port allows you to use a syne cable to 
fire your flashes. 

15. Mounting lock pin: There is a small pin that when 
extended Jocks the flash into the hor shoe or the flash stand. 
The mounting foot lock (28) controls the mounting lock 
pin. 

16. Mounting foot : This is the metal foot that connects the 
‘Aah to the hot shoe on the camera or the fash stand 

17. Flash head tilt seale : This seale shows the vertical 
position of the lash head from -7 degrees to 90 degrees 

18, Flash head rotate scale: This seale shows the horizontal 
position of the flash head. It can rotate 180 degrees in left 
or righe. 

19. LCD : Sereen showing the current state of the flash. 


20, + and buttons : These are used to control the function af 
the flash depending on the mode. 
21. Mode button: The Mode button controls which mode the 
‘ash is in. Press the burton to cycle through the Mash 
modes. 
‘Test button : The ready light (28) comes on when the 
‘ash is ready to fire. Pressing the button will trigger the 
fash. 
Mounting foot lock : This lever locks and unlocks the flas 
when it i attached to the hot shoe of a camera or on the 
Tash stand 
Modeling light button: Pressing this button fires the Nash 
continuously in a low-power mode so you can check to see 
how the Anal image will look. This ean really eat up the 
battery power, and it is easier just to take a test shot to see 
how everything loks. If rhe SB-800 is in Remote mode, the 
fash will not fre while this button is pressed. 
(25. SEL button : The SEL button sets the currently selected 
26. Zoom buttons : These two buttons change the flash head 
200m position from 24mm to 105mm. 
27. On/Off: This is the power switch that turns the flash on 
and of it also loses the custom menu. 
(28. Ready light : This light comes on when the flash is ready 
to fire, 
20. Flash stand : The SB-800 comes with a hard-plastic flash 
‘stand that allows the flash to be placed off-camera. The 
Stand hasa tripod socket on the Bottom allowing the stand 
to be placed on a tripod or light stand. 
Figure 5.15 shows the information on the S8-800% LCD sereen, 
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Figure 5.15 Nikon S8-800 Speedlight LCD 


1. Flash mode : This shows the current setting of the flash. 
Pressing the Mode bution cycles through the modes 
available on the fash. 


2. Camera 1S0 : This shows the current ISO of the camera to 
Which the fash is attached, 

Effective lash output range This shows the effective 

range of the fash with the eurrent settings. 

Zoom setting : This shows the current zoom setting ofthe 

‘ash. It will change depending on the lens attached, the 

focal length, and any diffusers attached, 

5, Aperture : The current aperture setting of the camera. 

6 Remote channel : This shows the current channel the fash 
isset for. 

Remote mode icon : When in Remote mode, the flash 
shows “REMOTE” across the baek. 

8, Zoom setting : This is the current 200m setting of the 
remote lah 

9, Wireless Made icon : This arrow icon shows that the flash 
is in Advanced Wireless mode. 

10. Remote group : This shows what group the remote is 
currently ser to. 

11. Master flash mode : This shows what mode the SB-800 
attached to the camera will use if it is going to add light to 
the scene. In this example, the -~ means that the flash will 
not be adding any light 

12. Group icon : The A, B, and € icons stand for the three 
‘groups that the SB-800 can trigger. 

13. Group power adjustment : The power adjustment for each 
group is shown here, either as a fraction when in Manual 
mode or as + or — stops of light. 

14. Group flash mode : The mode for each group can be 
different. Here you can easily see and adjust the lash 
modes. 


15. Channel: This is the channel that the Commander is set to- 
‘The remotes need to Þe on the same channel to work, 


16, Aperture : This shows the aperture set by the camer 


Commander Mode 
‘The SB-800 was the first Speedlight to incorporate the Nikon 
Creative Lighting System and was the fst to have the Advanced 
Wireless Lighting capability. When it was designed, the settings for 
‘uring the flash to Commander mode (and Remote mode) were 


not as easily accessible as the subsequent Speedlights. To set the 
SB-800 as a Commander (or Master) flash, you need to do the 
following: 
1. Press and hold the SEL (Select) button until the menu 
system opens. 
2. Use the rocker switch to seleet the Master/Remote setting. 
‘Press the SEL button, and the word "OFP" is highlighted at 
sight. 
4, Use the rocker switch to select Master and then press the 
SEL burton. 
5 Press the on/off button once, and the flash is now set to 
Master mode. 
In this mode, you can now st the mode and power for the SB-800 
that ison the camera and each of the three groups. Each of the 
groups can have a diferent mode and power setting, but remember 
{hat all the flashes in that group will have the same stings. 


Remote Mode 
‘The SH-800 can be set as a remote flash in any of the three groups. 
To set the flash as a remate, Just follow these steps: 
1. Press and hold the SEL. (Select) burton until the menu 
system opens. 
2 Use the rocker switch to select the Master/Remote setting: 
3. press the SEL button, and the word "OFF" is highlighted at 
right 
4, Use the rocker switch to seleet Remote and then press the 
SEL button, 
5, Press the on/off button once, and the flash is now set to 
Remote mode, 
‘Once the flash is set to Remote mode, the only setings you need to 
concer yourself with are the group and the channel. The SB-800 
fan be set to the A B, or C group and use any ofthe four channels, 
so just make sure that the Commander you are using to wigger the 
‘off-camera flashes is set to the same channel and can trigger all 
three groups Ifyou use C. 


8-900 


‘The SB-900 was the update to the SB-800, bur it had an issue with 
overheating and was Soon replaced with the SB-910. The SB-900 


and the S8-910 are basically the same flash, except the S8-910 
‘solved the overheating issue. That is not to say that the SB-900 is 
a bad fash; T have one and use it all he time. You do have to pay 
more attention when using it a lot in quick succession. This lash 
Was considered the top-of-the-line Nash when it came out and ean 
do everything that the $8-910 can do. 


Figure 5.16 shows the S8-900' features. 
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Figure 5.16 Nikon SB-900 Speedlight 


‘Built-in bounce card : This built-in white plastie bounce 
card is meant to bounce a little light when the Aash head is 
not pointed diredy at the subject. 
Built-in wide flash diffuser : When pulled out and placed 
over the ash head, this diffuser spreads the light from the 
‘ash to cover an area sufficient for a 17mm focal length- 
‘The zoom on the flash 1s automatically set to 17mm when it 
‘Flash head: The ash head contains the flash tube and the 
mechanism that zooms the flash head. The SB-900 
automarically sensors the focal length of the lens attached 
and adjusts the zoom to match. 
Fiter detectors: When the plastic filter holder and gel 
filter is attached to the flash head, the flash can read the 
fiter and ser the white balance automatically. 
5, Fash head tilting/rotating lock release button: Pressing 
this button allows you to adjust the tilt and rotation of the 
‘lash head. The lash head can rotate left o right 180 


degrees and ean tilt from 90 degrees up t0 -7 degrees down. 
Remote ready ight: When the SB-900 is in Remote mode, 
there ae two lights that will flash in the front ofthe flash, 
Tetting you know it is ready to fire. The front placement 
makes it easier to see when the fash is placed off-camera. 
Battery chamber cover : The S8-900 takes four AA 
batteries. Sliding the cover toward the base of the flash 
opens the battery compartment. 

External battery terminal: This port is where the external 
batterypack (SD-9) plus into the flash. You need t0 
remove the plastie plug on the flash before you can plug the 
banery in. 

‘Sensor for wireless triggering : The Advanced Wireless 
Lighting capabilities of the Creative Lighting System use 
lineaf'sight triggering, and this is the sensor on the flash 
that reads the light from the Commander when in Remote 
mode. You need to be careful that this sensor is visible to 
the light from the Commander for the system to work 
propery 

Sensor for non-TTI. auto fash : This sensor allows the 
‘ash to read the light being Bounced off the subject, 
allowing the ash to meter the light instead of relying on 
the TT information from the camera. 

AF-Assist contacts: These contacts are used to 
communicate between the flash and camera when the AF- 
Assist Mluminator (17 )is needed, 

Hot shoe contacts: These are contacts that pass the 
information between the lash and camera 

Diffusion dome detectr : The SB-000 can tell when the 
supplied diffusion dome is attached and automatically 
adjusts the zoom. 

AAF-Assist Illuminator : In low-light situations and when 
the attached DSLR isset to Single-Subject Auto-Feus, the 
builtin LED projects a red light on your subject to heip the 
camera achieve focus, 

Syne terminal : This port allows you to use a syne cable to 
fire your ashes. 

Mounting loek pin : There is a small pin that when 
extended locks the flash into the hor shoe or the flash stand. 
The mounting foot lock (22) controls the mounting lock 


pin, 

17. Mounting foot : This is the metal foot that connects the 
‘Aah to the hot shoe on the camera or the ash stand. 

18, Flash head tilt seale : This seale shows the vertical 
position of the lash hesd from -7 degrees to 90 degrees. 

19. Flash head rotate seale : This seale shows the horizontal 
position of the fash head. It can rotate 180 degrees lft or 
Fight. 

20. LCD: The LCD sereen on the back of the S8-900 shows the 
currently selected flash funetions and gives the function 
buttons context. 

21. Funetion buttons The SB-900 has three function butions 
located under the LCD. The buttons have different functions 

depending onthe ash mode. Their funetian is annotated 

above each burton on the LCD sereen. From left to right as 
ou look at the back of the flash, these are function buttons 

1,2, and 3. 

Mode button : The Mode button controls which mode the 

fash is in. Press the burton to cycle through the flash 

modes. 

23. Zoom button : You can change the 200m af the flash by 

pressing this button. Ir cycles through the zoom range of the 

fash. 

Mounting foot lock : This lever locks and unlocks the flash 

When it is attached to the hot shoe of a camera or on the 

Nash stand 

25. Ready light/test button : This light comes on when the 
‘ash is ready to fire. Pressing the button will trigger the 
‘ash 

26. On/Off/Remote/mastr switch : This is the power switch 
‘hat tums the flash on and allows you to easily set the mode 

from regular flash to Remote or Commander mode. You will 

ned to press the button inthe middle of the switch to 

Remote or Commander mode. 

Selector dial : You can rotate the selector dial to change 

Settings on the flash depending on the current mode. 

25. OK button : The OK button has two functions. Press it once 
to confirm a seting, ar hold the button down for a second 
to open the Custom Functions menu. 
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(29. Flash stand: The SB-900 comes with a hard-plastic flash 
stand that allows the lash to be placed off-camera. The 
Stand has a tripod socket on the bottom, allowing the stand 
to be placed ona tripod or ight stand. 


Figure 5.17 shows the information on the S8-900' LCD sereen. 
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Figure 5.17 Nikon SB-900 Speedlight LCD 


lash mode : This shows the current setting of the flash. 
Pressing the Mode button cycles through the modes 
available on the fash. 

‘Camera 150 : This shows the current ISO of the camera to 
Which the fash is attached, 

Effective flash output range : This shows the effective 
range of the flash with the eurent settings. 

Zoom setting : This shows the current zoom setting ofthe 
fash. It will change depending on the lens attached, the 
focal length, and any diffusers attached. 

[abel 1 : This shows the function of the funetion button 
right below the sereen; In normal use it Is set to the 
exposure compensation, 

Label 3: This shows the function of the function button 
right below the sereen; In normal use, it is set to Adjusting 
the FNO. 

‘lash graphie : This shows that the AF-Assist Iuminatar is 
working, the angle of the ash head, and the patter of the 
light. 

Temperature gauge : This shows how hor the flash is 
geting. If the lah gets too hot, it will shut off 
uomaricaliy 

Label 4: This shows the function of the Test buton right 
below the sereen. It can either test the fash or fire the 
modeling light function, 

Wireless Mode icon : This arrow icon shows that the fash 
is in Advanced Wireless mode. 

Remote group : This shows which group the remote is 
currently ser to. 

Remote Mode icon : When in Remote mode, the fash 
‘shows the word “REMOTE” across the back. 

Remote channel This shows the current channel the flash 
is set for. 

Label 1 : This shows the function of the function button 
right below the sereen; in Remote mode, it is set to the 
Group button. 

Label 2 : This shows the function of the function button 
right below the sereen: in Remote mode, it is set to Channel 
or select function, 


16. Remote channel: This shows the current channel the fash 
is set for. 

17. Sound icon : The SB-910 can be set to beep when ready to 
fire in Remote mode. This icon shows that status of sound 
Serting; in this ease, It is off. 

18, Label 4 : This shows the function of the function button 
right below the sereen: in Remote mode, it is set to sound. 

19. Master flash mode : This shows what mode the 58-000 
attached to the camera will use if it is going to add light to 
the scene. In this example, the -~ means that the flash will 
not be adding any light 

20, Group icon : The A, B, and C icons stand for the three 
groups that the SB-910 can trigger. 

21. Group flash mode : The mode for each group ean be 
different. Here you can easily see and adjust the lash 

modes. 

Group power adjustment: The power adjustment for each 

group is shown here, ether as a fraction when In Manus 

mode or as + or ~ stops of light. 

28. Label 1 : This shows the funtion of the function button 
right below the sereen; In Commander mode, itis set to the 
‘SEL bunton. 

24. Label 2 : This shows the function of the function button 
right below the sereen; In Commander mode, it is set ta 
‘change the selected group power. 

25. Channel This is the channel that the Commander is set to. 
“The remotes need to be on the same channel to work. 

(26. Label 4 : This shows the funetion of the Test button right 
below the sereen. it can either test the flash or ire the 
modeling light funtion. 


Commander Mode 


The $8-900 Speedlight can be used as a Commander unit to contrat 
an unlimited number of remote fash units in three groups using 
‘ne of four channels. To use the SB-000 as a Commander, just 
follow these steps: 
1. Mount the flash on the camera, and tur the Mounting Foot 
Lock to the right to lock the flash on the camera. 


2. Turn the flash to Master mode using the power switch. 


‘4. Use function button 1 to eyele through the A, B, and © 
groups along withthe Master fash 

4, With the selected group highlighted, press the Mode button 
to select the mode for that group from the following 
choices: 
~ means that the group is turned of and will not fire. 


FTT sets the group to TTL mode and the camera will contral 
the power of the fash based on the light that the camera 
reads in the scene. 


M is Manual mode where you control the power of the flash 
as a fraction. 


‘Ais Aperture mode. 
5. Use funtion button 2 to select the flash output. 

Adjust the fash output af the selected group by using the 
Select dial and then press the OK button. 
‘Press funtion button 2 to selet the channel. Pressing the 
buron cycles through the four available channels 


Remember that all the remote flashes need to be using the same 
channel as the Commander to wor, 


Remote Mode 
‘The SB-900 can be used as a remote far off-camera fash. The 
SB-900 can be ser to the A, B, or C group and use any of the four 
channels. To use the SB-000 in remore mode, follow these steps: 
1. Turn the power switch to REMOTE 
2. Press function button 2 to switch between the Group mode 
(GR) and the Channel (CH). 
3. When inthe Group mode, use the Select dial to select the A 
B, or C group. 
4. When in the Channel setting, use the Select dial to select 
among channels 1, 2, 3, and 4 
Remember that all the remote flashes need to be using the same 
channel as the Commander. You also need to make sure thar i£ you 
are using group C, you are using a Commander that supports group 
C such a the SU-800, SB 800, 38-900, or 8-910, 


Final Thoughts 
‘The great thing about the Nikan Speedlights is that hey all work 


together. You can grow your collection without having to spend 
{op dollar for every additional light. For example use $6005 
and SB-700e as remote units controlled by an S8-910, This allows 
me to use multiple Speedlights without having to purchase 
multiple SB-910s. 

Most of the cameras in the Nikon DSLR lineup can act as 


Commanders using the built-in pop-up flash. This allows you to 
start with one Speedlight and use i both on and off the camera. 


6. Making the Most of Those Cool Extras 


Nikon doesn't make alot of extra equipment, but its battery packs, 
‘TTL cords, and close-up kits ean make life a whole lot easier when 
you're using the Nikon Speedlights. The Nikon battery packs give 
You extra power when on the go and can improve recycle time. 
‘The TTL cords allow you to easily move the Speedlight of the 
camera hot shoe without giving up the TTL capability. With the 
close-up kit you can mount the SB-R2O0 flashes at the end of your 
Jens, which enables you to contol the light in macro work. Tere 
is even a way to Black the light from a pop-up lash from affecting 
the exposure when wing it as a Commander with the close-up kit. 
Underlying al these extas—and the Speedlight itself ~is one of 
‘the most important items you can buy: bateries, This chapter 
tackles how to use all these components to their (and your) best 
advantage, starting with the humble battery. 


Batteries 


Most af the Nikon Speedlights use AA batteries, which are plentiful 
and pretty powerful. Just about every convenience store carries AA 
batteries, making them easy to find even when you're on location. 
(On the downside, this size battery can run out of juice relarively 
‘icky, and buying new ones constantly can be expensive in the 
Tong run. The best solution is to investigate your options, and there 
are lots of options for AA batteries as you can see in Figure 6.1 
Alkaline or lithium single-use versus nickel-metal hydride (NIMH) 
or low-discharge NIMH rechargeables—how do you choose? The 
tion that fllow will help. 


Figure 6.1 You can use a wide variety of batteries in your 
Speedlights. These are just some of the diferent AAS that Ihave 
sed over the yeas. 


‘Types of Batteries 
When choosing and buying batteries far your Speedlights, you 
need to balance the trade-off, The following list covers the main 
points to consider when deciding what to use: 

1 Cost : Single-use batteries are cheaper than the 
rechargeable batteries when you initially buy them, but 
over time the rechargeables are much more cost effective, 
‘even factoring in the added expense of a battery charger. If 
You are an infrequent user of only one flash, then buying a 
big packe of AA batteries occasionally might seem ike a 
good way to go. If you are using multiple flashes a couple of 
Times a week, however, the rechargeable batteries will save 
youa Iot af money over time. 

m Power : Does the battery have the juice to power the flash? 
Which type of battery will AU the capacitor in the flash 
faster, cutting down the recyele time? Niekel-metal hydride 
NIMH) batteries have the fastest recycle time, but they 
need to be charged before each shoot because they ean lose 
their charge over time. 

‘= Capacity : Knowing how many flashes you can get from a. 
Fal set of barteries is important when it comes to planning 
ashoot. NIMH batteries have the highest capacity, but they 
Start to lose their charge soon after recharging, Low- 
discharge (also called low self-discharge ) NIMH batteries 
hold their charge longer but have a lower capacity than 
NIMH. Regular alkaline single-use batteries have a decent 
Capacity and a long shelf ife, so you dont have to worry 
shout getting them ready for a shoot just grab a set and go. 
According to Nikon, NIMH batteries can give you about 190, 
Full-pawer flashes on a full charge when firing the flash 
every 30 seconds, while regular alkaline AA batteries give 


you about 110 

‘= Compatibility : Remember, not all batteries can be charged 
in all the different chargers. 1 uy to avoid batteries that 
need a special charger so thar all the rechargeable batteries 
Tuse canbe charged in the same battery charger, This 
makes the battery maintenance a lot easier. 


m Availability : As 1 mentioned, you can grab a set of single- 
use AA batteries Just about anywhere, making them 
attractive when on location. You need to purchase 
Techargeable batteries ahead of time, se well as usually 
charge them prior to use, especially NIMH batteries 


Single-Use Batteries 


Single-use batteries are available in two basic flavors: alkaline or 
itu. Each has its pros and cans 
sw Alkaline : Walk in to a stare, grab a set of AA batteries off 

the rack, and the chances are good that they are alkaline 
batteries. These batteries work really well in Speedlights 
and have a long shelf life. Although I've switched to mainly 
Fechargenbles, I still carry a pack o these in my bag just in 
case T run out af power on a shoot. The availability and 
Shelf life make them a great choice when starting out, but 
when you start using multiple lashes aften, the cost does 
‘limb fast. The biggest downside to these batteries is the 
price when shooting a lot. Figure 6.2 shows a selection of 
alkaline batteries. 
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Figure 6.2 Ihave always been partial to the Duracell alkaline 
Parries, probably because af their ease of availability and 
price. The Duracell Quantum claims a 10-year shelf life and a 
builtin battery check The Rayovac batteries also claim a 10- 
year shelf life and work great at a great price. 


1 Lithium : The advantage to lithium AA batteries is their 
extended shelf life. (Energizer, for example, claims a 15- 
Year shelf life for its Advanced Lithium batteries) Because 
Ithium bateries can keep a charge for a long time, they're 
perfect as backup batteries that can sit in your bag until you 
heed them in a pinch. The downside is that they don't give 
up their power easily, making for longer fash recycle times 
“These batteries can also be much more expensive than their 
alkaline counterparts. Lithium batteries can also cause slow 
Fecycle times when they get hot because they ean suppress 
the output current as the temperature increases, This is 
meant to protect the equipment and battery, but the side 
‘effet is a slowdown in the recycle times Figure 6.3 shows 
the only Irhium batteries 1 have used. 


Figure 6.8 These Energizer lithium batteries have a 15-year or 
‘more shelf life and can operate in extreme temperatures, They 
‘are also light, and 1 carry a set in my camera bag for 
emergencies 


Rechargeable Batteries 

Rechargeable batteries offer a couple of options. You can choose 

beween nickel-metal hydride bateries (NIMH) and the law 

discharge nickel-metal hydride batteries (low-discharge NIMH). 

E NIMH (Figure 6.4): These are the standard in 

rechargeable batteries and the type 1 use. They have the 
highest capacity and good recycle times. The biggest 
downside to NIMH bateries is that they lose their charge 
aver time. Because NIMH batteries can lose 10 percent of 
their power øver the first 24 hours after a charge, youll 
ned to charge them before use. 


Figure 6.4 NIMH batteries come with brand names such as 
‘Nuon and Powerex. 


ss Low-Discharge NIMH (Figure 6.5): Sometimes called low 
self-discharge NIMH, these batteries are sold as precharged 
rechargeable batteries Because they can hold 80 percent of 
their charge fr close to a yea. In other words, low- 
discharge NIMH batteries can be recharged and stored until 
You need them. This is a great choice for photographers 
Who don't want to worry about charging up batteries before 
each shoot You can easily tell which of the rechargeable 
batteries are the low-discharge versions because on the 
package they will lam to come precharged. These batteries 
fan be used right out of the package, while the regular 
NIMH need to be charged before use. 


Figure 6.5 Some low-dscharge NIMH battery brands are 
"Enlop, Energizer Recharge, and the Lenmar R2G, 


NIMH batteries all rate their power using the unit mAh, which 
Stands for miliampere-hour and is Just a way to say how much 
‘actual power a battery can stare at one time, Far example, 
Powerex batteries are rated at 2700 mAh, while Nuon rates its 
‘rechargeables as 2500 mAh. Lenmar R2G low-dscharge batteries 
hold 2150 mAh. The higher the mAh number, the longer the fully 
charged bartery should be able to power the Speedlights. 


Nikon recommends that you do not use earbon-rine 
bateries in the Speedlights 


Care and Feeding of Batteries 
(One important rule applies to ali four types of batteries: Don't mix 
battery types in your Speedlight; mixing can damage the flash. For 


example, if you are using NIMH batteries in the flash, make sure all 
of he batteries are NIMH and not a mix of alkaline and NiHM. You 


also don't want to mix different brands of batteries either, and 
always replace all four batteries at the same time. 

The charger that you use is ust as important as the batteries. A 
ood charger wili keep your batteries in good shape and properly 
Charged, bur a bad charger can actually shorten the life of your 
batteries. Use a smart charger that can read the amount of power 
in a battery and then recharge the battery just untl ii full. Many 
of the inexpensive chargers work on a timer method they keep 
‘charging for a set time no matter the condition of the actual 
battery. Do yourself a favor and get a good charger; it will make 
the investment in the rechargeable batteries last Jonger. 

1 use (and Jove) the Maha MH-CBO01D charger because it works 
really well, can charge up to eight AA batteries at a time, and has 
three charging modes that can help keep your batteries In tip-top 
shape (Figure 6.6 }. The three modes are as follows: 

E Default charge: In this mode, you just stick the batteries in 
the charger, and they all ge filed up with Juice in about an 
hour. This allows you to charge enough batteries far a big 
Job in a couple of hours, plus you can take the charger with 
You and recharge on location, 

1 Soft charge In this mode, the charger takes about twice as 
Tong to charge the batteries. This slower charging can 
extend the life of the batteries. When planning a shoot 
ahead of time, I use Saft Charge mode to ger the batteries 
teady. When you don't need the speed of the default mode, 
this mode isa good choice. 

1 Condition : In this mode, the charger recharges the battery 
to ll power, discharges it fully, and finally recharges it to 
ful power. The process can take more than 12 hours far a 
set of B batteries, and T do it only when the batteries are not 
holding a charge for as long as they should. While time- 
consuming, this discharge- recharge yele will etend the 
life of the batteries and make your investment last longer. 


RAARAAAA 


Figure 6.6 The Maha MH-CB01D charger with eight Powerex 
batteries in place. Each battery is charged on its own eel, s0 
it doesn't matter if they are at different levels of power when 
placed into the charger. You can also see the individual 
batteries’ charge levels on the display. The button on the right 
Ts for sofi charging, and the left button is for conditioning 


When packing your gear, devise a method of determining whether 
batteries are Charged or used. Do not just throw shad of 
batteries into the bottom of your camera bag and hope for the best. 
You may think youl remember which 1s which, but you wan't 
without a sytem. One of the reasons tha I like and use Powerex 
batteries is that they come in a plastic case that 1s perfert for 
travel. Battery holders of various sizes are also readily available 
and reasonably priced to help you get organized. 


My Battery Plan 


Over the years, my battery plan has evolved. Currently, 1 use 
‘rechargeable batteries in my flashes, Dut It was anly after T 
caleulated how much money I had been spending on single-use 
alkaline batteries that 1 finally made the switch. Specially, use 
Maha Powerex AA 2700mAh NIMH rechargeable batteries. They 
hold a good charge, run for a decent amount of time, and can be 
efficiently charged in an hour using the Maha Powerex MH-C8O1D 
battery charger: Plus, as I mentioned, they come in a really handy 
battery caddy. I always stare fully charged batteries with the 
positive pointing up and the negative side pointing down (Figure 
E7 J. After using the batteries, E reverse the storage position so 
that I don't put a used battery back in a flash. 


Le 
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Figure 6.7 A set of eight Powerlx batteries all ready to go in 
their clear plastie case. As you can see, they are all positive side 
up, meaning that they are fully charged! 


1 like to have two complete sets af batteries on hand for all the 
Speedlights T plan to use for a shoot. Alang with those batteries, L 
always keep one pack af regular alkaline AA batteries in my 
camera bag for emergencies. 

The best part about using rechargeable batteries is that you can 
grow the system as you need it. A single SB-700 Speedlight takes 
four AA batteries, so a ser of eight rechargeable batteries works 
Just fine—a set and a spare. When you add another Speedlight, you 
an just buy another set of eight rechargeable batteries. 

Asa final word on batteries, follow these tips to avoid damaging 
your Speedlight: 

tw Install correctly : When putting the batteries in the flash, 
make sure they go in the right way. Never reverse the 
polarity of the batteries. 

E Turn off the Speedlight : When changing or installing the 
batteries, make sure that the Speedlight is off. This will help 
prevent any type af short that could damage the flash. 

= Don't mix battery types: Make sure all the batteries are 
the same type and brand. Mixing battery types and even 


brands can result in damage to the flash. 

= Don't leave batteries in the flash : When you are dane 
'using the sh, remove the Batteries. If you don, there is a 
hance the batteries could leak and damage the flash. 


Supplemental Battery Pack 


Four AA batteries do the job for Speedlights but aren't overly 
powerful. To boost the power to the 8-900 and SB.910 
Speedlights, Nikon sells an external battery pack called the SD-9 
High Performance Ratery Pack. Using this battery pack shortens 
the flash's recycle time and can increase the flash capacity. The 
problem is that the SD- costs about $200 and is useful only if you 
{se the SB-900 or SB-010 in an environment where you need the 
‘ash to recycle faster and lst longer. The battery pack holds four 
or eight AA batteries and plugs into the front of the SB-900/910. 
Be aware, however, that you still need the four AA batteries in the 
fash Tor the battery pack to work. The SD-9 supplements rather 
than replaces your batteries. The alder, six-battery SD-8a pack did 
the same for the SB-800 Speedlight. Figure 6.8 shows an SD-Ba 
attached to my 58-800. 


Figure 6.8 The older SD-8a battery pack connected to the 
"SB-800 is my combination of choice when shooting events for 
‘whieh I need the mast out of my Speedlights 


My main use for a battery pack is shooting events for which I need 
to be sure that an eternal flash has power for the whole event or 
that the fash on my camera can recycle fast enough to keep up 
with the action. For example, I take a lot of red carpet, step-and- 
‘epeat potas during the San Diego Comie Con International ( 
Figure 6.9 At times this can mean standing around fr long 


periods of time doing nothing, followed by a fury of activity 
fying to get a great shot of the talent. This is when you need the 
fash to recyele fast and for the batteries to last. 


i D Moco 
Figure 69 When 1 photographed the ast of How I Met Your 
Morter during the press event at he 2013 San Diego Come Con 
International, 1 used my ba battery pack and S8800 10 
snake sure didn't ran out of power ar a crucial! moment. The 
entire shoot lasted anly a minute ar vwo, 


TTL Remote Cords 
‘The quickest and easiest way to get your flash off the camera is to 


use one ofthe TTL remote cords. Nikon currently offers two TTL 
‘emote cords: the 9C-29 TTL. Colled Remote Cord ( Figure 6.10 ) 
and the SC-28 TTL. Coiled Remote Cord, The SC-29 cord has AF- 
Assist Mluminator capability, and the SC-28 doesn't Youll find 
plenty of third party TTL cords that are made for Nikon cameras 
and Speedlights, but I have not used any of these, nor do 1 plan to 
1 would rather pay the higher price for the cord from Nikon 
because I know it was built specifically far my Speedlights and 
camera and won't harm either one. als prefer the S-29 because 


the auto-focus assistance is useful when shooting in low-light 


Figure 6:10 The Nikon SC-29 TTL Remote Cord includes the 
AF-Asit Illuminator capability. 


(One end of the cord slides in the cameras hot shoe, while the other 
has a hot shoe that the flash slides into, as shown in Figure 6.11 
When you attach a Speedlight to your camera via one af these nwa 
cords, the camera believes that the Speedlight is mounted on the 
‘camera. Because the camera acts like the flash is still in the hot 
shoe, you ger ali the benefis, such as TTL, high-speed syne, and 
Flash Value Lock. When you use a TTL cord to attach to a flash in 


Commander mode, you can better aim the Speedlight at the remote 
flashes. 


Figure 6.11 The Nikon SC-29 TTL Remote Cord connecting an 
‘$8910 to a Nikon DA. You can see the AF-assist illuminator 
lamp on the part that slides into the camera's hot shoe. 


A primary use for the TTL cond is when attaching the fash to the 


Camera via a flash bracket. To make a flash bracket work, you need 
‘way for the flash and the camera to talk. The easiest way is with 
a TT, cord. I stili use an old flash bracket at events, and Figure 
56.12 illustrates how the camera, bracket, and flash all work 
together. The TTL. cord enables the fash to fire when I press the 
shutter release button. 


Figure 6.12 The Nikon D750 with a flash bracket attached 
using an SC-29 TTL cord and an $B-910 Aash. As you can se, 


the flash stays above the camera in both landscape and portrait 


‘There is a good reason that many event and wedding 
photographers use flash brackets to position their flashes above the 
Camera, no matter the camera orientation: The resulting photos 
just look bener. Keeping the light in a higher position also reduces 
the chance of red-eye caused by the ight reflecting ofthe back of 
the eye, and the light looks more natural. This is particularly true 
‘when shooting in portrait orientation. Compare Figures 6-13 and 
6.14, and you can see the difference the flash position makes, In 
‘oth hese images the dash was pointed forward, but in Figure 
6614 I used a lash bracket to keep the flash up over the camera- 


Figure 6.13 A portrait-orientated photo with the ash mounted 
ia the camera hor shoe creates a Bard shadow, and anything 
reflective bounces the light right back ar the camera. 


Figure 6.14 Using a flash bracket and TTI. cord allows you to 
‘lace the lash above the camera, creating a more natural- 
looking image. Notice that the hard shadow visible behind the 
subject In Figure 613 is now gone. 


Note 
Fora more thorough discussion of fash brackets, 


You don't have to have a flash bracket to use a TTL cord: you can 
Just hold the flash with your free hand. This takes a ile practice 
to get right, bur it can be done 


Close-up Kits 


Nikon offers two close-up kits that place the flash right on the end 
ofthe lens. These kits are designed for maceo-type work mainly but 
fan be used for just about anything. The only difference between 
the two kins is that the Nikon Close-Up Speedlight Commander Kit 
RICH comes with an SU-800 Commander and two SB-R200 
emotes (Fig ), while the Nikon Close-up Speedlight 
Remote Kit R1 comes with just the two SB-R200 remote 
Speedlights. Both kits come with the Attachment Ring SX-1, whieh 
attaches the SB-R200 to the front of the lens. The attachment ring 
‘an hold up to eight of the SB-R200 Speedlights and has adaptors 
to attach it using the Flter thread on the front af a lens. The kit 
comes with adaptors for five filter sizes 52mm, 62mm, 67mm, 


72mm, and 77mm-—allowing the kit to be used on just about any 
iens 


Figure 6.15 Here the RICI close-up kit is mounted on a camera 
and ready to use. 


Along with the attachment ring and lens adaptors, the close-up kits 
have stands for the SB-R200 Speedlights, four different-calared gels 
for each of the flashes, gel holders, extreme close-up adaptors, a 
diffuser, a flexible arm to position subjects, and the SG-31IR Panel 
“These kits use the Advanced Wireless Lighting capability of the 
Creative Lighting System with a Commander unit (either the 
SU-800 or a Speedlight with Commander functionality) mounted 
fn the cameras hot shoe telling the remote ashes (he SB-R200) 
when to fire, what mode to fire in, and how much power to use ( 
Figure 6.16). 


Figure 6.16 The SU-800 shows a 1:2 ratio of power to group A 
‘and group B. The SU-800 is using channel 3. 
‘To use the system, you just follow these simple steps: 
1. Determine which lens you want to use and sere the 


correctly sized adaptor onto the front of the lens using the 
fer threads. 


2. Make sure the SB-R200 units and the SU-800 all contain 


batteries. Each takes a single 3V CR123A battery. 
‘Turn the SB-R200 units on, set the same channel (1, 2, 3, or 
4) on both SB-R200 units, and then set the group (A, B, or 
C) for each flash with the knobs on the top of the unit. The 
hannel has to be the same for all the flashes, but the group 
an be different. 
Attach the SB-R200 units to the attachment ring and then 
mount the attachment ring to the adaptar on the front of 
the lens, You wil still be able ro adjust the angle ofthe 
‘lash and the placement on the ring. 
5, Mount the SU-800 on the camera by sliding into the hot 

shoe 

6 Turn on the SU-800 and set the channel to mate the 
channel used on the $8-R200 units 
Set the flash mode and power for each af the groups 
1 Compose the image, press the shutter release button, and 

the flashes will fre 
You can do the same thing using any flash that has Commander 
functions and even the pop-up fash on your camera if it can act as 
a Commander 1o trigger the SB-R200 flashes. 
‘The SU-800 has a special made for close-up work. Changing the 
SU-800 fom a regular Commander to Close-up mode takes only 
the flip of a switch. Open the battery compartment af the SU-800 
and toggle the litle switch over an the side fom Normal to Close- 
up (the Mower icon). When you set the SU-800 to Close-up mode, 
only groups A and B will ires any SB-R200 units set to group C will 
not fe 
In Close-up mode you can pick either TTI. or Manual mode for the 
flashes and can contral the power of each group as a ratio between 
them. In this mode, both groups have the same flash mode, so you 
cannot mix TTL and Manual like you can in the Normal mode. If 
you do not see barh the A and B groups represented on the back of 
the SU-800, press the A-B button until you do. When In TT. mode, 
press the arrow buttons to adjust the ratio of power between the A 
And B groups Press the right arrow to give more power to the B 
group and the left arrow to give more power to the A group. Press 
the Mode button to switch between the TTL and Manual modes, In 
the Manual mode, use the SEL button to switch between the A and 
B group and then adjust the power using the arrow buttons, You 
can adjust the power rom 1/1 to 1/64 for each group. 


‘You do not have to use the Close-up mode when using the 58-200 
units. 1 actually prefer the Normal mode because it gives me three 
groups to work with and more contol over the power output in 
it mode. 

‘The close-up kits allow you to get in clase with controlled light, as 
you ean see in Figures 6.17 and 6.18 


Figure 6.17 The placement of the SB-R200 flashes right at the 

end of the lens enables me to control the spill of the light Here 

T photographed the stem and leaves of a simple houseplant. The 
placement of the light draws your eye into the Image. 


Figure 6.18 | love photographing lowers, especially orchids 

using a macro lens and the closeup kit, Far this shot, placed 

the lights on the tap and bottom of the lens with slightly more 
power going to the top ight. 


You can use the pop-up flash on your Nikon DSLR to fire the SB- 
R200 units as Jong as the camera has the capability to act as a 
Commander. So that the light from the built in flash doesn't affeet 
the final image, however, you need to use an extra companent ( 
Figure 6.19). The SG-SIR panel slides into the camera's hot shoe 
and is positioned to block the light from reaching the subject but 
still allows the built-in flash to trigger the $8-R200 units. 


Figure 6.19 As demonstrated on this Nikon D750 DSLR, the 
SSCL panel sits in front of the pop-up flash, blocking the light 
Trom the subject but allowing the triggering of the SB-R200 
units. 


Final Thoughts 


Nikon does not make a lot af Speedlight accessories because the 
flash units themselves do most of the work fT were going to buy 
‘one item to take my ash photography to the next level it would 
Þe a TTL cord to get my flash off the camera. 

When it comes to powering your flash, there is no right way to do 
ik. Everyone has different needs and priorities. 1 prefer to use 
‘rechargeable batteries because of the long term savings, and I don't 
like the thought of filling up the landfill with tons of single-use 
batteries every year. 

{you enjoy macro photography and want to take it to the next 
level, then the closeup kit is a great way to go, and I love using 


the SU-800 as a Commander when working with all off-camera 
flashes. 


7. Light Modifiers for Small-Flash 
Photography 


Adding light right where you need it, a Speedlight is great tool by 
itself. but it can be even more versatile with the help of modifiers 
Whether you prefer to start simple with your Speedlights bullein 
‘options that change the size and shape of the light or to plunge 
into the add-on market, you'll find a modifier to suit your lighting 
needs. There are modifiers that take the small light from the flash. 
and make it a Tot more versatile. There are modifiers that make the 
small light much bigger, giving you a sofer and more pleasing 
portrait light. There are modifiers that control the spread of the 
light, allowing you to add light to Just a small part of the scene 
with great necuracy: There are modifiers that change the color of 
the light either to match the ambient ight o for special effects. In 
fact, there are modifiers that do many more things than I ean list 
here. Some of the modifiers are placed between the Speedlight and 
subject while others are attached directly to the flash, but al will 
add to your creativity 


Speedlight Options 


With such a tantalizing array of modifier choices on the market, 
its easy to overlook the basies: You can do lotto change the 
quality of the light produced by a Speedlight right out af the bax, 
without even putting the diffusion dome over the Mash head. The 
Sections that follow offer some simple settings that you can use to 
adjust the quality of light fom your Speedlighs. Keep in mind that 
‘ot every Speedlight has every senting. 


‘Zoom the Flash Head 
A Speedlights zoom function controls the ange of coverage of the 
light produced by the fash. I£ you want a narrow beam of light, 
adjust the 200m of the flash to it maximum; for the SB-910, that is 
200mm. If you want a wider beam, adjust the zoom to the widest 
Settings for the S8-910, that is 24mm without the diffusion dome- 
When a Speedlight is mounted on your camera, its zoom 
automatically matches the focal length of the lens attached to the 
camera and changes as you change the focal length. 


Nore 
‘The S8-200 and the SB-500 do not have any zoom 
controls. 


Compare the difference in the spread of light from a flash zoomed 
to 24mm in Figure 7-1 with light spread from a flash zoomed to 
200mm in Figure 7.2. 


Figure 7.1 The SB-910 with the flash head set to 24mm makes 


‘Wide spread of light. 


Figure 7.2 The SB-010 zoomed to 200mm creates a tighter, 


punchier light 


Wide-Angle Diffuser Panel 


The wide-angle diffuser panel pulls out of the flash head and flips 
down over its front to create a wider spread of light: When the 
wide-angle diffuser panel is in place, it changes the zoom from the 
‘Widest senting of 24mm to an even wider 14mm. To use the builtin 
wide-angle diffuser, you just pull it gently out of the slot on the top 
of the flash head unl it can fold down over the fash head. Do not 
force the panel in or out because you could damage it. 

When the diffuser is over the front of the fash head, the zoom 
Setting automatically changes to 14mm. The $8-600,SB-700, 
SB-800, SB-900, and $8-010 all have wide-angle diffuses built in. 
You can see the'SB-700 with the wide-angle diffuser panel in place 
in Figure 7.3 


Figure 7.3 The wide-angle diffuser panel on the $8-700 pulls 
‘ou from the head ofthe fash and folds down, automatically 
Setting the zoom to 14mm. 


Tilt and Rotate 


One ofthe quickest ways to change the quality of the light from 
your Speedlight ito change the angle af the lash head. Adjusting 
the direction of the Nash head allows you to bounce the light off a 
‘wal or ceiling. When you Bounce the light off a nearby surface, the 
Tight source Becomes much larger and the light much safier. You 
can also aim the light over the subject to luminate the subject 
‘with the edge of the light and create a more natural-looking falloff. 
All the Speedlight allow you to adjust the tilt of the flash head, 
‘ad all except the SB-300 allow you to adjust the rotation. 


Bounce Card 


‘The bounce eard isthe small, white piece of plastic that pulls out 
fom the top the fash head slong with the wide-angle diffuser. To 
access the bounce card, first pull out the wide-angle diffuser; hen, 
‘while holding the bounce card, push the wide-angle diffuser back 
{ato the slot. The bounce card is meant to bounce some of the light 
into the subject's eyes when you aim the fash up at 90 degrees. 
The idea is that the light from the flash will bounce off the ceiling 
and some of the light will hit the bounce card and help to give a 
litle pop of light tothe subject's eyes. In reality, the bounce card 
doesn't actually do too much because of its small size. The $5700, 
55-800, SB-900, and $8-010 C Figure 7.4 ) all have builtin bounce 
cards, 


Figure 7.4 This Nikon SB-010 has its built-in bounce card 
pulled up in position 


You can easily create your own bigger, and better, bounce card 
with a rubber band and a white notecard, as shown in Fi 

(One real advantage of the homemade bounce eard is that you can 
use the diffusion dome with it, which you ean’ with the built-in 
version. The bounce eard allows more light to reach the subject, as 
shown in 


Figure 7-5 Using a 4x6-inch card as a homemade bounce card 
‘na Speedlight, such as this B-910, creates a much larger 
bounce surface than the builtin bounce car, 


Figure 7.6 A larger bounce card allows a lot more light to 
each the subject, in this case adding some fl light to the 
Young hula'hooper 


Flash Illumination Patterns 
‘The SB-700, SB-800, SB-900, and SB-910 each offer three different 
flash illumination patterns that control how the light spreads in the 
frame. For example, Figure 7-7 shows the Illumination pattern 
switch on the 58-700. Simply slide the switch to choose one of 
these three available patterns: 

E Standard : This is the default made of the fash. The light is 


brighter in the middle of the frame with less light at the 
edges. 

m Even In this mode there is less light falloff at the edges of 
the scene. The ash output is more even from edge to edge. 
1 Center:Weighted : This mode produces more light falloff at 

the edges compared to the standard setting 


Figure 7.7 The Nikon SB-700 offers a switch (at right) to select 
the flash uminaion pattern. 


‘Te illumination pattern you choose changes the effective range of 
the flash. If you use an SB-010 set at 24mm, ISO 100, and 1/5, for 
Instance, the effective range of the flash is 2 to 15 feet at the 
Standard setting, 2 to 12 feet at the Even setting, and 2 10 18 feet 
at the Center-Weighted sening. 

Changing the mode crestes a subtle change in the way the light 
illuminates the subject and is most noticeable when your subjects 
are close to the edge of the fame. 


Diffusers 


A diffuser is anything that is placed between the flash and the 
subject thar tums a small light source into a bigger light source to 
Create a sofer light. Diffusers can range fram a small plastie dome 


that fis over the flash head to large panels that sit between the 
lash and the subject. 


Diffusion Dome 


A diffusion dome is a hard plastic cover that slips over the head of 
‘Mash. Made of a semi-opaque material, domes have a textured 
surface on the portion that fits over the front af the fash to help 
Dresi up the Hight from the flash. When the fash fires, the light 
produced can't blast straight out of the flash. Instead, the photons 
bounce around inside the dome and then leave in all ecto 
‘creating a sofier, diffused light. The SB-600, $8-700, SB-800, 
SB-000; and S910 Speedlight all come with diffusion domes. 
You just slip the diffusion dame aver the head af the flash, as 
shown in Figure 7.8 


Figure7-8 When this SB-700 fires, the light will Bounce off the 
textured plastie of the diffusion dome and then bounce around 


Inside the dome to spread and soften the flash. 


you misplace the diftusion dome that came with the flash or just 
‘want a different one, you can find many tied party diffusion 
{domes available for all Speedlights. For example, Sto-Fen makes its 
‘Omni-Bounce far all Speedlights. Each is a designed for the specifie 
shape of the Aash, so make sure you get one designed for your 
model. You can also get replacement diffusion domes directly from 
Nikon—as found out because my dog mistook one for a chew toy. 
1 use the diffusion dome on the head of the ash even when using 
the fash inside a softbox: or with an umbrella because i helps to 
Soften the light even more than if you just use a plain flash. 


Umbrellas 


Umbrellas used in photography look alot like those that keep the 
‘ain off you outside. Avaliable ina variety of sizes, they open and 
‘close in the same way. The real difference is their material, and 
that depends on how they will be used. In photography, you can 
buy umbrellas to shoot light through or to bounce ight aut of, 
Some umbrellas even have removable covers that enable you to use 
them both ways. 


When you fire a Speedlight through an umbrella, the light gets 
broken up by the diffusion material and becomes a larger safter 
Tight source. These umbrellas are usually made of a white, semi- 
opaque, silkclike material that allows most of the light through. 
When you shoot through the umbrella, you point the shaft away 
from the subject so the flash fires into the inside of the umbrella. In 
Figure 7.0 „1 fred an $8-800 through a large umbrella to 
iluminate Jennifer. You can see the spill of Tight hitting the ceiling 
around the edges of the umbrella, and thar light adds to the 
‘tlumination in the room. 


Figure 7.9 Fring the Nikon S8-00 through the translucent 


umbrella creates a soft ight that illuminates the whole the 


When you use an umbrella as a bounced light source, the inside of 
the umbrella needs to have a reflective surface of white (the most 
common), silver, or gold. In this method, you aim the umbrella 
shaft at the subject and then aim the light away from the subject in 
the umbrella. The light Bounces back ou to illuminate the subject 
(Gee Figure 7.10 


Figure 7-10 The Nikon SB-910 fring into the umbrella creates 
big, soft bounce light. One Speedlight fred into an umbrella 
can crente a much larger light source than the Speedlight alone. 


Convertible umbrellas can be used as either shoot-through ar 
‘ounced-ight umbrellas. These white umbrellas come with a 
‘removable black caver, Leave the cover on to use it as a bounce 
light or remove the cover to shoot through the umbrella. This 
makes it a prety economical device, but there is a better reason to 
‘se a convertible umbrella. You can leave part af the cover nthe 
umbrella to Block only some of the light and gain more control 
over the light. 

‘The size of the umbrella makes a difference in the quality of the 
Hight and what you can light, as well. The smaller the umbrella, the 
smaller the area of soñ light, and the smaller the area you can 
Shoot. For example, a 30-inch umbrella works great for a headshot 
‘or a small produc, while a 45-inch umbrella can be used far a full 
length shot of ane ar two people. When you use bigger umbrellas, 
you will need more light, usually in the form of more Speedlights. 
For example, when using an extra-large (72-inch or larger) 
umbrella, you will need 1o use ar least two and preferably more 
Speedlights to produce enough light to fi it. 

Although umbrellas are easy to use and relatively inexpensive, they 
don't give you tight control over the light The ight can spil out 
around the edges of the umbrella, going pretty much everywhere. 
When you need to light a large group or area, you can use this spill 
to your advantage, but sometimes you need more control 


Softboxes 
Softboxes offer a greater amount of light control, especially 
compared to umbrellas. A softbox is basicaly a Black box with a. 
translucent front panel and the Speedlight in the back. The inside 
of the soft box ean be white or reflective silver. The light bounces 
around the inside of the softbox: before it exits through the front. 

shows the Westcort Rapid Box Octa, a softbox made 
specifially far small flashes 


REPIDBOX 


Figure 7.11 The Westcott Rapid Box Octa is a softbox made 
specifically for small flashes. Here an SB-700 is mounted into a 
25-inch Rapid Box Octa. 


Softbaxes are traditionally used with studio lights, but with the 
huge increase in the use of small flash, there are now a great many 
Softboxes designed specifically for Speedlights 

Available in many different shapes and sizes, softboxes are usually 
square, rectangular, or octagonal. The octagonal sftboxes are 
usually called otas for short. The size, shape, and construction of 
the softbox all have an effect on the ight the box produces. Here 
are some things to look for: 

‘a Front lip : Some softboxes have a lip in the front because 
the front diffusion panel is setback from the front of the 
Softbox; others mount the diffusion panel lush to the frant. 
Softboxes with a front lip produce slightly more 
controllable light because the light doesn't spill out the 
edges. 

1 Additional diffusion : By definition all sofiboxes have a 
front diffusion panel, but same have an internal diffusion 
panel as well. This second panel helps to further soften the 
light. Inside the box, the light diffuses as it hits the fst 
panel, and then it travels a short way in the box and passes 
Trough the second panel. 

m Internal color: The inside of a softbox is usually either 
white or silver. Both colors bounce the light around the 
Inside of the softbox: Silver gives a punchier light, while a 
white interior creates a softer and a litle more forgiving 
light. 

1E Shape : Some people prefer the shape of the catchlights 
produced by the acts, while others prefer the square. Ie 
Feally is a personal choice, bur the shape of your softbox 
controls the shape of the light- I use square, octagon, and 
rectangular softboxes, all depending oa how I wane the light 
tø look. 

m Accessories : Many softboxes have optional accessories that 
enable you to further modify the light. For example, the 
Westcot Rapid Box allows you to add a small metal 
reflector inside. Called a Deflector Plate, the reflector 
crentes a light more lke a beauty dish. You ean also place 
rids over the front of the softbox to control the spread of 
The light 


The light from a softbox is generally very soft, especially when 
used else to the subject, as Illustrated in Figure 7-12. This makes 


it one ofthe most popular light modifiers fr photographing 
cope. 


Figure 7.12 The Nikon SB-910 used inside a softbox creates a 

pleasing soft light on the subject. There are no hard shadows on 

The face, but instead the light seems to wrap, creating a smooth 
Transition between the light and the dark, 


Diffusion Panel 
Adi 


fusion panel is just a semi-opaque piece of material that you 


can put between the light source and the subject. The diffusion 
panel then acts as a bigger and softer light source than the orginal. 
My favorite diffuser is the Lastolite TriGrip 1-Stop Diffuser simply 
because the design makes it easy to hold in place. 

When held clase to the model's face, as demonstrated in Figure 
7.13, the diffusion panel creates a sof, pleasing light by diffusing 
the light from the SB-910 ( Figure 7.14}. 


Figure 7.13 The Lastolite TiGrp 1-Stop Diffuser held close to 
the sujet Tace softens the light from the flash. 


Figure 7.14 For this portrait, placing the diffuser between the 
light and the subject created a softer light with no hard lines 
Between the light and the shadow on his face, 


One advantage of using a diffusion panel rather than a softbox or 
an umbrella is that you ean place a diffusion panel further away 
from the light source. Because the light ravels further, allowing it 
to spread out before passing through the modifer, the resulting 
light is even softer. You can also use the diffusion panel in 
conjunction with other light modifiers (Figure 7-15 ). Adding a 
“fusion panel in front of the softbox makes the sort light even 
softer, as shown in Figure 7.16 


Figure 7.15 Placing the diffusion panel between a softbox and 
‘the subject creates an even softer light than just the softbox 
‘lone. 


Figure 7-16 The setup in Figure 7.15 resulted in this portrait. 
You can se that there are no hard shadows at all and the light 
seems to wrap around the face. 


Snoots, Grids, and Gobos 


‘The tools in this section contral the spread of light, enabling you to 
add some light right where you need it and none where you don't. 
Soot and grids do this by going over the head ofthe fash and 
restlting the light. The main difference between a snoot and a 
{nd is the amount of control you have over the spill of light. A 
fri’ light is a more accurate and controlled compared to that af a 
Snoot. Gobas » also known as lags usually Just attach to one side 
‘ofthe Nash and stop light from spilling over on that side. The next 
hree sections take a closer look at each option. 


Snoots 


A snoot is a tube that goes over the flash head and tightly controls 
the spread of the light Using a snoot allows you to illuminate just 
the parts of the scene you want to C Figure 7-17 ). The first snoot L 
ever used was a pasta box withthe ends cut off and a litle back 
{afer tape to keep it in place The two key factors in using a snoot 
fre the length ofthe snoot and the color inside it The longer the 
Snoot, the tighter the spread ofthe light i If the inside is a 
Teiective color, the snoot will bounce the light around, causing it 
to spread upon exiting. To prevent this, you can use a litle black 
gaffer tape to make the inner surface les reflective. 


Figure 7.17 The light from the flash is tight and controlled 
when you use a snoot. The label of the Rhum is well lit, for 
‘example; then the light Just falls off, 


The snoots thar I use now are made by Hon! Photo (Figure 7.18 ) 
for the simple reasons rhat they work well and are close to 
Indestructible (my pasta box Was no) To create a less reflective 


surface, you ean use Honl Photo snoots with the black side on the 
insideno gaffer tape required. Similarly, you can also use 
Expolmaging’s Rogue FlashBenders as snoots: Simply roll the 
FiashBender into a tube and secure it with its Velero edges. 


Figure 7.18 A Velero strap around the head of the flash holds 
the Hon Photo snoot in place an the SB-800 or any Speedlight. 


Grids 


A grid controls the spread of the light from a flash by using a 
‘g20up of small tubes all packed next to each other. Using a grid 
gives you control over where the light will hit plus gives the light a 
litle sofier, mare natural edge compared to a snoot: The longer the 
grid and the smaller the individual tubes, the tighter the beam of 
light. A tight grid ean give you really fine control over what the 
light does and doesn't hit 

My favorite grid is the Rogue Grid from Expo-Imaging ( Figure 
7.19), which is basically three grids în one and comes with 
specially cut gels that can be inserted into the grid. The Rogue Grid 
allows You to creste a 45-degree, 25-degree, or 15- degree grid with 
the same kt 


Figure7.19 The Rogue Grid ataces to the front of the 
Speedlight. Notice the honeycomb ged pattern that contrals the 
spread of light 


Gobos 


A gobo, as its name implies, goes beween your light and the 
subject, allowing you to contol what the light actually illuminates, 
When jou want to block some of the light leaving the fash, the 
easiest way is to place something opaque in the way of the ight 
Whether you use your hand, a notecard covered in gaffer tape, or a. 
commercially available option, you're using a gobo: Rectangular 
gobos are sometimes called flags and you can use them on the 
Sides, ap, or bottom of your flash to contral the spill uf the light C 
Figure 7.20). For example, if you have a light placed off othe 
side and you want ro make sure that it doesn't illuminate the 
background, you ean flag the back af the fash so the light can't 
travel in thar direction. 


Figure 7.20 This Hon! Photo flag is held in place witha Velcro 
strap around the SB 80's flash head, 


Using a fag on each side af the flash, a modification called barn 
doors tightly controls the spill of light on both sides of the sh, 
You can make your own barn doors with some notecards, black 
gaffer tape, and a rubber band, as demonstrated in Figure 7-21 
As you can see in Figure 7.22 , this homemade rig focuses the 
fash in clase to produce more dramatic light on the subject. 


P. 


Figure 7.21 Called barn doors, flags on either side of a flash 
enable you to control the spill of ight Here the flags are just 
notecards covered in strips of black gaffer tape and held in 
place with a rubber band, 


Figure 7.22 For this shot, I placed the flash to the left and 
slmed the light at the side of the hand-painted bottle. Because 
the light was restrained by the flags, it Hluminated only part of 


the borie. 


Gels 


Gels are colored pieces of acetate or hard plastie that cover the 
front af the front of the fash to change the colar of the light 
produced. The SB-600, 8-800, and $B-900 Speedlights all came 
With gels and a gel holder, while the S8-700 and the SB-910 
Speedlights come with hard- plastie gels, You ean use gels far two 
Very different effects. The fist is to make the olar of the light 
produced by the flash match the ambient light in scene, and the 
Second is to crente a color wash as a ereative tool. 


The color of the light produced by a Nikon Speedlight is close to 
the light produced outside by the sun around midday. This is great 
if you are adding a lile AN light outdoors under the same color 
light but doesn't do you any good when you're trying to match a 
tungsten light or the calars af a fluorescent bulb. Gels ean help you 
balance the fash’s ight with the ambient light 

You may hear a lot of terms like CTO , CTB , quarter cut, half eut 
and full cut surrounding color-correting gels. This Insider talk can 
make a beginner feel awkward asking about the best ways to use 


the various gels. The answer actually is simpler than it sounds and 
pretty easy to implement, All you have to do i put the right color 
sel in front of the fash to match the ambient lights coor Here's a. 
Suide to getting it right: 

Color temperature orange (CTO ): These gels tum the 
light more orange to match tungsten/incandescent lighis, 
“The gels are often referred to as CTO or color to orange, 
which is easy to remember because they make the light 
more orange, 

1 Color temperature blue (CTB ): These gels turn the light 
from your fash to a cooler blue that matches the light in 
shade to deep shade. These gels are often called CTE ur 
tolor ro blue because they change the light to blue. 

m Green : These gels turn the light from your flash to a green 
that aims to match the green in fluorescent lights. 


For more information about the color of light, see 
Chapter 1 


When discussing the strength of gels, photographers use the term 
eut- A full eut of a gel means that color gel is used at full strength. 

A quarter cut or half cut of a gel means that the g's color is lighter, 
specifically one-quarter or half srength, respectively. For example, 
a full-cut CTO is the same as two half cuts of CTO stacked om top of 
each other. By stacking the gels, you can adjust the strength of the 

gels" effect on the light from the lash. 


‘As I mentioned earlier, the SB-700 and SB-910 Speedlights come 
‘wih hard plas gels € Figure 7.23 ) in both green and CTO. 
Nikon calls these a fluorescent iter and an incandescent Alter, 
respectively, because they are intended far matching the color of 
‘uorescent lights and incandescent lights, These gels do something 
very cool when attached to a Speedlight mounted on a camera. 
When you adjust the camera’s the White Balance setting 10 Auto oF 
Flash and attach one of the Nikon gels, the camera will 
awomarically adjust the white balance to match the light produced 
from the flash. 


Figure7.28 The Nikon $8-700 and $8-910 come with hard- 
Plastic gels in CTO and green 


Alternately, you can create some dramatic lighting by purposefully 
‘sing a color gel that does nor match the ambient ight color and 
then setting the white balance to match the light from the fas, 
For example, if you adjust the camera's White Balance setting 10 
Tungsten, the colors of the image will shift toward blue as the 
camera ads a ite blue to counteract the reds in the tungsten 
lights. If you photographed outside in the late evening when the 
light is blue to start with, the whole image will look very blue. If 
you also add a full CTO gel on your Speedlight, that very warm 
light will counteract the blue shift ereated by the Tungsten White 
Balance setting so that anything that the flash illuminates looks 
normal. You can see how this works in Figure 7.24 it Tim with 
one off-camera Mash gelled with a fulleut CTO and fired through a 
small softbox creating a natural-looking skin tone while the white 
Palance was set to Tungsten to create a very blue sky. 


Figure7.24 The light from the flash with a CFO gel illuminates 
Tim, making him lok normal, and the color shift by adjusting 
the White Balance setting to Tungsten ereates the very blue sky 


Color Wash 


‘Gels come in many colors besides CTO, CRO, and green, and you 
also can use them to create color washes or different colored areas 
inan image. Gels can change a whole seene because color ean 
affect the mood ofan image. Want the image to look a little cold? 
Adda touch of blue. Want to warm up a scene? Add a ite red. 
Want to change the background in a dull image? Add a splash of 
olar. As shown in Figure 7.25, the subject fs the same in each 
shot, but the backgrounds are radically different because or various 
‘color filters on the Speedlight aimed at a plain black background. 


Figure 7.25 Using different colored gels allowed me to change 
the background colar ofthe image quickly. 


Many manufacturers offer gels already prepped to go on the fant 
fof your fash, as youl leam in the “Produet Options” section 
‘coming up. Expolmaging’s Rogue Universal Gels are some of my 
favorites and no gel discussion would be complete without 
‘mentioning Rosco gels. was introduced to the Rosco ine of gels 
by David Hobby, when he convinced Roseo to release the Strobist 
Collection of 55 filters in 20 colors. These gels are cu to fit over 
the front of the fash and are held in place by a simple rubber 
band. The only issue that 1 Bave with the Rosco gels is that they 
fre eut a Tittle smal for the SB-900 and $8910 ash heads. The 
Rogue Universal Gels from Expolmaging are much larger and have 
Jonge tabs that wrap around the flash head, making them much 
easier to use ( Figure 7.26 ). Rogue Universal Gels also come in a 
seful gel holder with dividers that keep the gels organized. 


Figure 7.26 Compare the gels from Roscoe (top) and 
Expolmaging and notice the huge size difference, 


Expolmaging also offers a set of gels made specifically for the 
Rogue Grid. These are round and fit exactly into the grid holder, 
making them especially easy to use. 


Reflectors 


Reflectors bounce the light from the source into the scene. The 
source can be the sun, any ambient light in the scene, or (most 
importantly here) the light from your Speedlights. You can use any 
surface to bounce light—a nearby wall, the ceiling, a commercial 
feflector—and thereby create a larger light Irom the small 
Speedlight. Commercial reflectors are usually constructed as a 
Spring steel ring with the reflective surface attached. Many times 
they come with covers that give you a choice of surface colors. The 
‘color of the retleetor’s surface affects the color of the light. Most 
feflectors come in the following colors 
m Gold: The gold surface creates a warm light that matches 
early-morning and lateaftermoon sunlight. A gold reflector 
fan bea lite much if you are not careful, turning a healthy 
glow into an orange radiation glow. I don't use the gold 
Side of the reflector often with the Speedlights, but it can be 
useful for matching the golden hour light. 
Silver The silver side of the reflector is probably the most 
useful because it bounces a huge amount of light and gives 
the light some more punch. You Just have to be aware that 


the bounced light from the silver surface could overpower 
the main light 
m White : White reflectors don't ounce as much light as gold 
and silver surfaces, but they don't change the colar of the 
light either. The ight from the white surface can add a nice 
even light tothe scene and reduce the hard shadows, For a 
homemade white reflector, try a nearby white wall or a 
piece of white poster board; Both work wel 
‘= Combination colors : Some reflectors come with sides that 
are a combination of white and silver ør white and gold. 
These work great because they are toned-Jown versions of 
the gold surfaces and silver surfaces. 
Reflectors come in a variety af sizes; the bigger ones obviously 
recet more light than the smaller ones. lke the 40- to 42-inch 
‘reflectors for most photos, as long as Lean ger the reflector in close 
enough to the subject (see Figure 7.27 ). 


Figure 7.27 1 prefer 40-inch reflectors; this one is showing its 
silver side. 


Product Options 


A great many manufacturer build light modifiers specifically for 
smali flashes, The sections that follow highlight some that | own, 
have used, and still use on a regular basis. This is by no means a 
complere list of all the modifiers available, bu it will give you a 
good place to start. For more information on each product, see 
Appendix A 


Lastolite Accessories 


Lastolite makes some of my favorite products for dealing with 
light; they're made well and really do last. If I had to pick only one 
accessory to take with me ona shoot, ir would be the 30-inch 
{TFlip 7-1 Kit, which consists of a TeiGrp 2-Stop Diffuser and a set 
of panels with seven different surfaces that enable you to diffuse, 
bounce, or block light. s triangular shape and built-in handle 
make the diffuser easy to place just about anywhere and or hold 
‘wih one hand. The best part is that the whole package folds up, 
making it easier to carry on locaton. 


Joe Me Nally Signature Line 


Considered a master of smal Nash lighting (of all lighting 
actually), Joe McNally reamed with Lastolite to desig some light- 
shaping tools specifically far his work with small flashes. The 
resulting Jae MeNally Signature line is now available for us all to 
use and consists of eight excellent products specifically designed 
for Speedlights. For me, however, two products stand out frm the 


m Joe MeNally TriFlash Designed to hold three Speedights 
at the same time, this device is a small metal square with a. 
Cold shoe on the top and one on each side that then mounts 
on a light stand using the bortom fitting (Figure 7.28 
The genius tothe design is that the three cold shoes can 
torate. When the Speedlights are mounted, you can position 
then so thatthe Advanced Wireless receiver sensors all face 
the same way, making triggering the ashes a lot easier. 
"The meral cold shoes even have a small plece of tape on the 
inside to stop the contacts on the flash from contacting the 
meral 


Figure 7.28 This Joe MeNally TriFlash has tree SB-600 


Speedlights mounted, You can see how each of the Speedlights 
ean be rotated, allowing them to be triggered off-camera. 


m Joe MeNally 4 in 1 Umbrella: This might look like a 
‘andard convertible umbrella that can convert from a shoot 
through to a white Dounce, but itis much more. This 
umbrella has'a removable square panel in the middle that 
turns the big, soft, uncootrllable umbrella light into a 
smaller, soft, softbox type of light all in the same devies. 
And, as an added bonus, the inside can be skinned with 
‘ither white or silver, giving you options when you use it as 
a bounce light source. 

All of the Joe MeNally Signature light shaping tots are tough and 

‘an handle life on the rosd, as you'd expect from a photographer 

‘who spends so much time an location 


LumiQuest Modifiers 
‘The first small softbox I ever used on my Speedlights was the 
LumiQuest SoftBox I ( Figure 7.29 ), and it still has a place in my 
travel camera bag This small softbox needs no extra hardware; it 
just attaches directly around the flash head. Ir creates a sft light 
that can easily be used on location and folds up fiat for easy 
transportation. LumiQuest also makes a slightly larger softbox 
called the LumiQuest SatBox LTp, which folds at to the size of a 
laptop (which is the reason for the LTp name) so you ean carry it 
in the laptop pocket of a camera bag. 


Figure 7.29 The LumiQuest SofBox attaches easily to the 
‘S800 and other Speedlights 


LumiQuest makes a great line of small-lash modifiers, including a 
full range of bounce devices, which create a much softer light by 
bouncing the light ar the subject instead af having you aim the 
Tash directly at them. The company also offers a full gel set, a 
snoot product, and softboxes of various sizes. All the LumiQuest 
items attach to the flash head using a Velero strap called the 
Uitrastea. 


Hon! Photo Light Shapers 
When David Hon! moved to Istanbul to photograph the Iraq war, 
e ound out rather quickly that trying to havi a studio setup was 
not going to work. Instead, he started to create snoots made of 
‘cardboard to help create the lighting he needed. He inter used 
ballistic nylon to create snoote and lags for his small flash units, 
securing them with Velero straps. Now, he heads Hon! Photo, 
‘which sells small-flash accessories for everyone to use. The Hon! 
snoot was the fist small flash accessory 1 ever purchased, and 1 
Suil use it. In addition to the snoot that started ie all, the Hon! 
Photo line includes a softbox, bounce cards, fags, gel kits, and 
grids. One af the great things about the products is thelr ability to- 


take a beating and still perform flawlessly. The construetion is top- 
notch, and the products will last Tong time. 


Expolmaging Flash Tools 
Tove Expolmaging's Hogue line of light modifiers and always have 
one of the FlashBenders tucked into my camera bag, The Rogue 
Tine encompasses three types of accessories, 
ta FlashBenders : The FlashBenders are flexible, shapeable 
light modifiers made for small-ash units (Figure 7.30 ). 
Available in a range of sizes, they attach to the flash with 
an attached strap and have bendable rods built in to help 
Shape and position the reflective material. You can use 
Fiashienders as everything from a straight bounce ead 10 @ 
snoot. You can also get a diffusion panel to attach to your 
FlashBender, turing the whole thing into a small softbox 


Figure 7.30 A Velcro strap wraps around the flash head ro keep 
the Rogue FlashBender light modifier in place on your 
Speedlight (here an SB-800) 


m Rogue Grid: The Rogue Grid is a three-in-one honeycomb 
sd system that provides three grid patterns: 45 degrees, 25 
degrees, and 16 degrees, The honeycomb grids produce a 
spot of ight with some fall-off that you ean use to fine-tune 
Where the light strikes the subject. This grid also has a set 
f gels that are eut to fit inside the grid holder. 

E Rogue Universal Gels: Fm a sucker for well-designed 
prođueıs and packaging, whieh is part of why 1 like the 
Rogue Universal Gels so much. They are packaged in 
handy pouch that lets you get to the calor you need quickly, 
and attaching a gel is just as easy: Position the gel to the 
front of your flash, bend the tabs to the sides of the ash, 
and slip on a rubber band to hold it in place (Figure 7-31 
J. Simple, quick, easy, and organized is the perfect 
combination when you're working with small pieces. 


Figure7.$1 A rubber band just holds the side tabs of a Rogue 
Flash Gel in place so thatthe gel covers the whole head of this 
'SB-910 Speedlight. 


Expolmaging recently updated its line of FashBender products to 
‘create lighter versions of each with an improved fastening system, 
The new versions are just as flexible and sturdy as the originals, 
but the lighter weight means that they put less stress on your fash. 
Plus, the new fastener uses a buckle that enables you to cinch the 
modifier tighter than ever (see Figure 7-32) 


Figure 7.32 The new buckle fastener on the Rogue FlashBender 
allows the modifier to be cinched tight around the Dash head, 
‘making it more secure than ever 


Westcott Line 


Westcott offers so many different lighting tools that I don't have 
oom to list them all. Basically, the company makes everything you 
could need to bounce light, diffuse light, and even produce light 


One line that I use quite a bit is Westeo's Rapid Box line of 
sofiboxes, which are made to hold a single Speedlight and come 
‘wth everything you need. I use the 26-inch Rapid Box Octa a lat 
and recently added the Rapid Box Strip to my lighting kit. If your 
‘work requires multiple Speedlights, you might consider the 32inch 
Rapid Box Duo, which holds two Speedlights at the same time. 


Final Thoughts 


‘The number of light modifiers available for Speedlights increases 
every day. Thanks to the popularity of using a small flash, you ean 
find just about any type of light modifier you can imagine. 
Whether you use a diffusion panel, umbrella, or saft box, however, 
you should keep one final, invaluable tool close at hand: gaffer 
tape. A few pieces can block errant rays of light, and it sa simple, 
‘quick, and inexpensive solution to last-minute dilemmas. I keep a 
Small roll of gaffer tape with me at every shoot. A well placed 
piece or two can keep the light on the subject and off the 
Background. Think of tsa flexible gobo or flag that you can 


attach to the flash or you ean tape over a section of the diffuser 
shaping the light. 


Hold on to Your Flash 


Speedlights are designed to work seamlessly on your camera. Just 
slide the mounting foot into the camera hot shoe, tum the locking 
lever, and you are ready to go. When you want to use the flash off 
the camera, however, you need a way to position and aim it 
exactly where you need it. Planning a good lighting scheme Is 
merely an exercise in frustration if you can't place the lights where 
you need them. To help you, the market is full of fash holders and 
devices that enable you fo mount your Speedlight just about 
anywhere, from the simple flash stands that come with your 
Speedlights to multiuse clamps. Other devices allow you to mount 
multiplie Speedlights together to ereste a bigger light, and a variety 
flight stands lt you rise your flashes from a few inches off the 
ground to high overhead. 


Flash Stands 


All Speedlights that can be used as remote lights come with «fee 
Stand with which you can stand up the flash off the camera. This 
Small piece of plastic is easy to overlook, but you can find it tucked 
away in the case or bag your flash came in. If you have lost your 
fash stand, you can purchase one at any good camera store or 
online. The model you need depends on the flash unit you we. 
Table 8.1 charts the various stands Nikon offers and the 


Speedlights with which they are compatible. 


‘Table 8.1 Nikon Flash Stands and Compatible Speedlights 


‘You can find third-party Speedlight stands, as well. Just make sure 
that the one you choose works with your model of Speedlight, 

All these Speedlight stands enable you to stand your Speedlight on 
any lat surfare; Figure 8.1 shows the SB-700 in the AS-22 
Speedlight stand, for instance. The top of the flash stand contains a 
slot ( Figure 8.2); slide the faot of the Aash in the slot and then 
urn the locking lever on the flash to keep the flash In the stand. In 
addition, the stands each have a standard threaded socket on the 
Borom ( Figure 8.3 that allows you to mount them on a tripod, 
monopod, or larer light stand. 


Figure 8.1 The Nikon 8-700 positioned in the AS-22 
Speedlight stand. You can place it on any flat surface and still 
‘angle the head to make sure the ight goes where you want. 


Figure 8.2 The slot on the top of the AS-22 Speedlight stand is 
Where the $8-700 slides in. 


Figure 8.3 The threaded mounting hole on the bottom of the 


AS-22 allows you to mount the flash on a larger ight stand or 
tripod eal 


For many years, [attached these Speedlight stands to the top of 
umbrella brackets so that T could use my dash on a light stand with 
fan umbrella attached. Figure 8.4 shows this setup with the SB-700 
‘mounted on top of an umbrella bracket using the AS-22 stand. This 
‘Worked just fine, bur there are better methods, including using a 


dedicated eold shoe, such as enlight photo's frio V2 (more on these 
allt Tater), 


Figure 8.4 1 used to mount the SB-700 in an AS-22 Speedlight 
stand and atrach it ro the umbrella bracket on top of a light 
stand. 


‘Now I se the Mash stands to place Speedlights on flat surfaces, 
especially when doing small product photography. The great part 
i that the flash stand fits neatly into the Speeligh's ease and is 
there if you need It in an emergency 


Justin Clamp 


M you need more fiexibility than your ash stand offers, reach for 
Justina Justin clamp, that is. might just be the best, or at least 
the most versatile, Speedlight holder ever made. Officially named 
the Manfrono 175F-1 Spring Clamp with Flash Shoe, the Justin 
‘lamp got its popular nickname from the Bogen employee, Justin 
Salley, who teamed with legendary photographer Joe MeNally 10 
create it. Unlike other clamps that tend to move aver time under 
the weight of a flash unit, this spring clamp holds a Speedlight 
firmly in place bu is also extremely adjustable. These things are 
great because they allow you to place a Speedlight Just about 
Anywhere and ean hold more than 4 pounds securely. As you can 
See in Figure 8.5 , you can use this clamp to turn just about 
anything into a light stand to hold a flash. Specifically, the clamp 
fan antach to any pipe or surface that is 1-8 inch or smaller and can 
attach to any stand that has a 5/8-inch post. 


Figure 85 The Justin clamp, officially known as the Manfrotto 
175F-1 with Flash Shoe, enables you 1 tum Just about anything 
into ight stand for your flash. 


Manfrotto offers two variations of the clamp: the Manfrotto 175 
Spring Clamp and the Manfrotto 175F-1 Spring Clamp with Flash 
Shoe. Make sure to get the version with the fash shoe because the 
one without does not offer any way to attach the flash to the 
lamp. You'll notice in Figure 8.6 that I replaced the clamp's 
standard cold shoe with a frio old shoe. The mounting feet of my 
58-900 and S8-910 are slightly thicker than the mounting feet of 
the older Speedlights and don't fit into the original cold shoe that 
came with the Justin clamp. Manfrotio has since changed the cold 


shoe on the lamp, so this is no longer an issue; however, some 
older clamps are still out there inthe market, so SB-900 and 
SB-010 owners be aware. 


"igure 8.6 The Nikon SB-700 mounts easily in the Justin clamp 
(Manfrotto 1758-1) with a feio cold shoe. 


1 currently have three Justin clamps in my lighting kit, and they 
enable me to place my lights just about anywhere. The Manfrotto 
1757-1 Spring Clamp with Flash Shoe retails far roughly S60, a 
small price to pay for the ability to position a light in just the right 
place. 


Light Stands 


Light stands all do the same thing hold the Nash and light 
‘modifier where you want them to light the scene but come in 
Several styles that ench position the light litle differently. The 
{he types of light stands I prefer and use are basic stands, C- 
stands, and booms. Take a closer look at each in the sections that 
fallow 


Basic Light Stands 
Basie light stands come in many sizes, but they all hold a flash 
straight up off the ground on an extendable center column. Three 
legs form the stand's base, and the center column is composed of 
collapsible sections and tapped with a standard stud that usually 
has a threaded tip (and perhaps a cap serewed into place). Some 
stande raise your ash only a foot or pwo; others tower way into 
the sky. Prices vary almost as much, rom less than $20 to more 
than $100 depending on the materials used, the stand's maximum 
height, and its construction. Here are some things to look for when 
picking out a light stand 

m Weight : The weight of the light stand is important, 
especially if you plan on carrying it alang for location 
shoots. A couple of 4.2-pound heavy-duty light stands begin 
to weigh a lot more afier you carry them for 15 minutes, 
especially when combined with some light modifiers, a 
couple of Speedlights, cameras, and lenses. I have a alr af 
‘ery light stands that lake when I know I have a long walk 
to allocation Usually the lighter the stand, however, the 
Jess it can hold and the shorter the maximum height 

= Maximum load : The maximum load is how much weight 
the stand can support. The good thing here is that 
‘Speedlights and the modifiers built for them don't weigh 
much at all compared to the much heavier studio strobes 
for which many light stands are built. A basie light stand 
that can support around 7 pounds is plenty when it comes 
to getting your Speedlights up in the air 

= Minimum height : This is the lowest that the light stand 
can go, which might not seem important until you try 10 
place a Speedlight behind your subject who is sting on the 
foor or at eye level with a child. 

m Maximum height : How high can you go with your light? 1 
like to have atleast 8 feet of height, which allows me to 
place the ight above the subject and then angle it down to 
create a more natural light. I do have some light stands that 


reach up to more than 9 fet, but their minimum height is 
higher as well 

‘= Closed length : Some light stands are built so that you ean 
old the support legs back over the center column, making 
them compact. That is huge Bonus if you need to pack them 
away for storage or travel. 


m Air cushioned : The center column of an alr-cushioned 
light stand closes down slowly, pushing the air out the tube 
as it lowers. This feature helps Keep your gear safe if the 
‘section Jocks comes loose and the light stand lowers 
‘unexpectedly use an air-eushioned light stand ( Figure 
87 ) Tor my main light to ensure my Speedlight and 
modifier don't erash to the ground if the sections come 
loose or 1 forget to tighten it afier a readjustment. 


Figure &7 This alreushloned light stand looks Just like a 
regular light stand but lets down the attached Wescott Rapid 
Box strip smoothly and slowly when you lower the stand Cor it 
Towers itself unexpectedly). 


1 Casters: You can get optional casters far some light stands. 
These will allow you to move the light stand easily but only 
on smooth floors: Ifyou are working in a studio setup, 
asters might be useful. When you're on location, they add 
weight and bulk to your lighting kit and might be more 
hindrance than help depending on the Rooring (ar ground). 

When you use a light stand, make sure it doesn't fall aver. Light 

stands can become top heavy with large modifiers attached. 


‘Outdoors an errant gust of wind can catch an umbrella and send 
the whole thing crashing to the ground o Into your model. To 
weigh them dawn, you can buy sandbags designed to go over the 
legs of a light stand (or make your own), The 15;pound sandbag in 

igure 8.8 helps hold the light stand and umbrella in place for 
outdoor shooting. 


Figure 8.8 Weight on the leg of the light stand helps keep the 
stand in place, even outside with a large umbrella as a light 
modifier 
Stands 
(Cstands got their start in the movie industry, where they are still 


used 1 hold light shaping tools in front of ight sources. Big and 
heavy, these stands have a grip head and arm that enable You to 
position lights and modifiers easily, while at rhe same time keeping 
{he column and legs out of the shot. Although easy to position, 
they're nat exactly portable. These stands can weigh more than 15 
pounds and extend over 4 feet even with the legs folded so the 
Stand can lay flat The Cstand that Iuse is made by Mathews 
Studio Equipment and is buil like a tank. You can see the size 
difference between it and a regular light stand in Figure 8.9. 


Figure 8.9 Compared to a basic light stand (ight), a Cstand 
Gefi) is much bigger and heavier. 


Cstands do allow you a lot more flexibility in placing a light ar 
light modifier exactly where you want it. The downside is that the 
stand is bulky and heavy, making i difficult to drag around on 


location without help. Another way to place the lights and 
modifiers is to use a boom. 


Booms 


Available in a variety of lengths and maximum load capacities, a 
‘boom is an arm that artaches to a light stand to hold a light out 
and aver the subject. A boom comes with a tilt bracket with which 
You attach it to the top of a light stand and position the Boom arm. 
The key wo using a boom is making sure you have a counter weight 
‘on the back end so that the arms is balanced and the light and 
modifier on the end don't rip over. E like the Photoflex adjustable 
‘boom arm that breaks down into three pieces allowing far easy 
transport but holds up to 10 pounds more than $ feer from the 
light stand (Figure 8.10). 


Figure 8:10 This Photoflex boom can extend S feet and support 


‘up to 10 pounds. Here it holds a Westcott Rapid Box and an 
‘SB010. 


For lightweight, homemade boom, you can purchase a basic 
extendable painter's pole. Add an assistant to hold it, as well as a 
'$20 Kacey pole adapter to mount the flash and modifiers an the 
pole, and you're ready to go, 


Brackets 


A bracket is a piece of gear that goes between your light stand and 
Speedlight ro provide more control over where the light can be 
pointed as well as the ability to use light modifiers, such as 
umbrellas. The market is full of brackets in a huge variety of sizes, 
materials, and prices; some light modifies made for small flashes 
even come with brackets attached. 

‘The brackets all have a connector that attaches to the top of a light 
stand, a hinge that allows the top piece to be angled, a cold shoe to 
‘which the flash attaches, and a way to artach a light modifier. The 
Westcott Rapid Box, for example, comes with a bracket that 
attaches to the softbox, as shown in Figure 8.11 


Figure 8.11 The bracket of the Westcot Rapid Box allows you 
to attach a Speedlight and mount the whole thing on a light 
Stand 


Umbrella Brackets 


To use an umbrella with your Speedlight, you need to use an 
umbrella bracket. These are really simple; an umbrella bracket has 
a bortom piece with which you mount it on a light stand, a locking 
hinge with which you to contol the angle of the light, a hole to 
hald the umbrella shaft, and a cold shoe to hold thé flash. Some 
umbrella brackets replace the permanent cold shoe with a female 
socket, whlch I prefer sa T ean use a frio cold shoe. Figure 8.12 
Shows my basic setup: the SB-700 is mounted in à frio cold shoe on 
the top of an umbrella bracket. The shaft of the umbrella goes 
‘through the hole on the bracket below the flash, and the hinge 


allows me to angle the lash and umbrella up and down, 


‘Figure 8.12 This $8-700 is mounted in a frio cold shoe on an 
umbrella bracket. 


Cold Shoes 


Unlike hot shoes, which can both hold and trigger a flash ( Figure 
£8.13), cold shoes Just hold the flash, like the Speedlight stand that 
‘came with your unit. Cold shoes come in a variety of materials 
from molded plastic to machined metal. When using a metal cold 
shoe, you need to be careful that the metal contacts on the bottom 
ofthe Speedlight Toot don't contact the metal of the cold shoe. You 
can use a smali piece of gaffer tape on the cold shoe so that the 
contacts don't touch the metal, or you can use a plastie cold shoe. 


Figure 8.18 The hot shoe on the SC-28 TTL cord fires the flash 
when it gets a signal from the camera attached to the other end 
ofthe cord. 


My favorite cold shoe is enlight photo's frio V2 cold shoe, which 
allows you to quickly and securely mount your Speedlights toa 
Tight stand or bracket. The Speedlight slides in and the plastic 
locking piece keeps the flash in place. To remove the unit, simply 
press down on the locking piece and slide the lash out. T know 
{hat if T slide the Speedlight into the frio, the flash isn't going to 
fall out o come loose. The bottom ofthe frio has a threaded metal 
socket that secures ir to the lighe stand or any bracket. I recently 
‘placed all the cold shoes on my Justin clamps with the fio V2 ( 
Figure 8.14). 


Figure 8.14 The frio V2 cold shoe on the Justin clamp. The 
lash shoe slides into the frio, which locke it in place. 


Multiple Flash Brackets 


Sometimes you will want to use more than one flash at the same 
location, For this job, you need one of the realy cool flash brackets 
available that can hold two to four Speedlights in a group ( Fig 
3. Grouping the flashes together produces the effect af one 

bigger light source. The Lastolite Joe McNally Triflash is probably 
the best version on the market because it allows each ofthe three. 
cold shoes to rotate, enabling you to position your Speedlights 
individually and aim each one's IR receiver in at the Commander ( 


Figure 8.15 This multiple flash bracket has three coid shoes 
allowing you to mount three Speedlights with a hole inthe 


‘middle Yor an umbrella shaft 


Figure 8.16 This multiple flash bracket has three SB-800s 
attached and is mounted in à large umbrella. AlI three of the 
Speedlights are set the same chanael and group so that they all 
fie at the same time and have the same output level. 


Final Thoughts 


Nothing is more frustrating than having an idea far lighting an 
image and then not being able to position the lights exactly the 


way you want them. The answer to this dilemma lies in the many 
options available for setting up off-camera flashes. Unfortunately, 
the choices can be overwhelming, especially when you're just 
starting out. 
A good place to begin is with a basie light stand then you can add 
an umbrella bracket (along with an umbrella) or a small soft box 
and bracket, That will allow you to set up a main light off the 
camera. Adding more stands or Justin clamps will enable you to 
build bigger and more complicated scenes. You don't need to go 
out and buy all the gear at one time; Build your collection as your 
shill and needs grow. The light stands, brackets, and clamps can 
last a long time if you take care of them. 
‘The gear in this chapter is all equipment that I have purchased 
over the years as I needed it. I started with a couple of light stands 
and umbrella brackets and added a few Justin clamps. I then added 
boom, a couple more Justin clamps, a C-stand, and a multiple 
fash bracket as | need them for specifie jobs. This allowed me to 
row the lighting over time without having to spend alot of money 


Ill: Creative Lighting System 


‘This section deals with the basies of the Creative Lighting Sytem, 
fom the lash modes to syne speeds. Here youl learn which 
flashes support which features such as the Flash Valve Lock (FV 
Lock), intelligent Through the Lens (-TTL) metering, and 
Advanced Wireless Lighting, as well as how to use them. It also 
introduces SU-4 mode, which is available on select Spedlighs and 
demonstrates using this mode to mix radio triggers with the line 
of sight wiggering. 


lash Fundamentals and the Creative Lighting 


srr 10 Advanced Wireless Lighting 


9. Flash Fundamentals and the Creative 
Lighting System 


12004, Nikon released the SB-800 Speedlight and introduced the 
‘world to the Nikon Creative Lighting System (CLS for shor). The 
System was a breakthrough, allowing not only remote triggering 
and control of off-camera flashes but also advanced Through The 
Lens (TTL) metering, High-Speed Syne, and Flash Value Lock (FV 
Lock). The Creative Lighting System refers to the entire system of 
flashes and cameras that use this technology to produce images 
tha are better Nit. This chapter deseribes how these features work 
and how to start using them in your photography. 


Guide Numbers 
‘The power of a Speedlight is deseribed using a Guide Number (GN) 
‘This is simply the amount of light the flash will produce at a given 
180 and zoom position. The higher the GN is, the more powerful 
the flash. The Guide Number is most useful when working with a 
Tash in Manual mode because if you have the 160, the GN, and the 
distance between the subject and the flash, you can work out the 
correct aperture to get a proper exposure. 


‘The Guide Number changes depending on the camera's image area 
(EX or DX), the illumination pattern, the zoom head position, the 
150 setting on the camera, and the flash output level. You can find 
out the GN forall the variables in the manual that came with your 
Speedlight. It is not rhe most entertaining reading, and in my real- 
‘World experience using the Nikon CLS, I have never needed the GN 
for used it to determine a setting, Is interesting to see how 
powerful each or the Speedlights is, but the LCD on the baek af 
most flashes will show you exactly how fur the light will reach. 
(The SB-300, 58-400, and S-50, which don't have an LCD, are 
the exceptions.) In addition, the GN flash mode on the S8700, 
'$8-800, 58-900, and SB-010 enables you to emer the distance 
between the subject and the camera, but get to that a little later 
in this chapter, 


Flash Modes 


You can use the Nikon Speedlights in a number of different flash 
modes, each of which controls the output of the flash in a different 
‘way. Not all the Speedlights have all the modes, however. You can 
easily change the Nash mode on your Speedlight by pressing the 
Mode button on the SE-900, 58-010 ( Figure 9-1 ), S8-800, and 
'SB-600. On the SB-700, you use the slide on the flash’ back eft 
side to pick between TTL, Manual, and GN modes. The SB-500 can 
De used in TTL, which is the default, and Manual mode, which is 
controlled by a setting on the camera, not on the flash. The 
Sections that fllow detail each of the flash modes. 
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Figure 9.1 You can easly change the mode of the ash using 
the Mode button. Every time you press the button, it cycles 
‘through the available choices. 


able for the built-in flash will be 
he camera model and are set via a 


Through the Lens (TTL) 


Your Specdligh's most advanced and automate mode, TTL mode 
actully measures the light coming in through the lens and adjusts 
the fash accordingly. This technology predates digital photography 
and was designed for traditional cameras that measured the ight, 
‘eflectng off the film plane. That approach doesn't work aswell 
with digital cameras Because the light doesn't reflect off the 
cameras sensor inthe same way. With the newer TTL mode, at 
times referred to as intelligent TTL or ETTI., the flash fires a pre- 
Tash right before the photo is taken. The cimera then measures the 
pre-flash and uses the information it gathers to adjust the actual 
fash output. In Figure 9.2, you can see the TTI. mode ser on the 
SB-910, and I'l discuss -TTL mode, an important part af CLS, later 
Inthe chapter. 


Figure 9.2 This $6910 Speedlight is set to FTL Balanced with 

FP Syne tured on. The lash can iluminate subjects between 

44 feet and 35 feet using the current settings of ISO 1600 and 
T28: 


‘Auto-Aperture/Auto-Flash (A) 
[Auto-Aperture mode is available on the S8-800, SR-900, and 
58-910 (Figure 9.3 ). In this mode, a sensor on the flash actually 
tends the light bouncing off the subject when the flash fires, as 
opposed to the camera reading the light through the lens. The flash 
{elf determines the Mash output and gets only the aperture and 
1S0 information from the camera. 


P 


SPEEDLIGHT 55-910 


o 


Figure 9.3 This S-10 Speedlight is in the Auto-Aperture 
mode. The double lightning balts în the top-left comer af the 
LCD let you know the flash will fire a pre-flash to help with the 
ower setting. The Aperture and A symbol indiate the flash 
mode, and the FP symbol shows that the flash can use shutter 


speeds over 1/250 second. 


Auto-Aperture mode is actually four modes in one. For instance, 
you can sett to be the Auto-Flash mode, in which the camera does 
‘ot communicate any information to the flash and you have to 
enter the aperture directly into the flash. The four different setings 
that you can specify far the Auto-Aperture mode are as follows: 

B Auto-Aperture flash with pre-flash : The flash gets the 
aperture information fram the camera and fires a set of pre- 
flashes to help determine the power output. 

1 Auto-Aperture flash without pre-flash : The flash gets the 
aperture information fram the camera but does not fie any 
pre-flashes, 

E Non-TTL Auto-Flash with pre-flash : You enter the 
aperture information into the flash, and the flash fires a 
Series of pre- flashes to help with the right power output. 

E Non-TTL Auto-Flash without pre-flash : You enter the 
aperture information into the flash, and it does not fre any 
pre-flashes. 

On the SB-900 and $8-910 you choose the flavor af Auto-Aperture 
mode in the menu (Figure 9.4 ). 


Figure 9.4 This S910 shows the Auto-Aperture mode menu 
choices, 


Auto-Aperture mode ean be more accurate in scenes that have a 
large tonal range and that you are reeomposing between shots. In 


ality, however, the i-TTL modes on the Speedlights do as good of 
a job with less work, 


Guide Number (GN) 
‘This mode sets the flash power based on the aperture that the 
camera is set t0 and the distance of the camera from the subject 
that you set on the fash. This mode does not work properly unless 
the flash head is facing forward at 90 degrees if the flash is In any 
angled position, it won't work. If you are in GN mode and angle 
the flash head up ort either side, the mode automatically changes 
to Auto-Aperture mode 


For GN mode to work effectively, you need to know the distance 


from the flash to the subject, which makes this mode most useful 
when photographing statie subjects. In this mode, you first ser the 
desired aperture on the camera. Next, choose feet ar meters for the 
'unit of distance by pressing the ft or m button on the flash. Finally, 
‘ate the dial to the desired distance, and you are good to go IF 
You now change the aperture, the output won't change unless you 
also change the distance setting on the flash or physieally change 
the distance from the flash to the subject. For example, the 
following two images were taken with the camera locked into a 
tripod andthe distance from the camera to the subject measured 
From the camera to the orchid is 4 feet, which is the value 1 
entered in the flash. As you can see from Figures 9.5 and 9:6 , the 
exposure is the same but the images have a very different depth af 
field Figures 9.7 and 9.8 illustrate the settings on the fash unit 
and the physical setup for the orchid shor, 


Figure 9.5 This orchid was photographed at a shallow depth of 
field using an aperture of 28, illuminated by the S8010 on 
the camera. 


> 


Figure 9.6 The same orchid rom Figure 9.6 was photographed 
at a deep depth of fed using an aperture of 1/16 and 


iluminated by the $8-910 on the camera 


SPEEDLIGHT $8-910 


Figure 97 This SB-010 is in GN mode. Pressing the ft button 
‘nd then rotating the dial adjusts the power of the flash. 


Figure 9.8 Here is the behind-thescenes setup forthe photos in 
Figures 9.8 and 9.6. I measured the distance between the 
subject and the camera and entered that information into the 
‘as 


Manual (M) 


In Manual mode you can set the output power, the aperture, the 
fash head zoom, and the ISO. The power level on the Speedlights 
is shown as a ratio; 1/1 is full power, and 1/128 is the lowest 
power possible, As you adjust any of the settings, the flash will 
Show you the distance it needs to be from the subject for a proper 
exposure. Yau can see the Manual mode an the back of the SB-910 
în Figure 9.9 with the power of the fash ser to 1/4 power. 


SPEEDLIGHT SB-910 
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Figure 9.9 This SB-910 is set to Manual mode. The FP next to 
the M means that the FP Syne is tuned on and the camera can 
use shutter speeds higher than 1/250 second. The power of the 


flash is set to 1/4. 


When you use a Speedlight in Manual mode, the flash output 
doesn't change from frame ta frame when allowed to fully recycle. 
Ifyou do not allow the ash enough time to recycle, the output 
will not stay consistent, especially when using full 1/1) power. If 
You are shooting a subject that is always the same distance from 
the flash, this mode can be useful. Far example, you can use 
‘Manual mode to shoot product photography or portraits, far which 
the subject is always in the same spot, and the results will be 
Uniform and consistent. Manual mode allows you more contral 
over the output of the flash, which is useful when TTL mode is 
Paving issues: For example, if you are photographing a subject that 
hasa lot of white the light from the pre-flash reflected off the 
subject will set the power to render the white areas as gray. With 
Manual mode, you can set the power, and it won't change even if 
the subjeet does. In Figure 9.10 , I wanted to make sure that the 
amount of light the flash put out was enough to iluminate the 
couple but not so much that it destrayed the feel of the scene. 
Because I didn't have a Tot of time to set up with the couple, I had 
another guest stand in the spot and took a few test shots. Based on 
hese, Iset the SB-800 to Manual 1/8 power, which worked 
perfectly. 


Figure 9.10 The happy couple cus the cake, while I snap the 
shutter, Using Manual mode allowed me to contral the power of 
the flash so that the seene was rendered how I wanted ie 


It is also posible to get just a little more power out of the flash 
units when in Manual mode because the fash does not ire a pre- 
Tash as it does in TTL mode. This tiny smidgen of power can 
actually make a difference when you need to ger all the power 
from a Speedlight 

When the flash is mounted in the camera's hot shoe, the 1S, 
aperture, and zoom are al set automatically from the camera, but 
When the flash is mounted off the camera, You need to adjust those 
Settings manually. Changing the settings on the Speedlight is 
Straightforward for the power, aperture, and zoom position but is a 
Title more hidden when it comes to the I. To change the ISO, 
you need to open the flash menu and navigate to the ISO option. 
This seting will then be the default ISO for the Speedlight until 


you change it. Powering the flash off or changing the mode will 
not change the 180. 


Repeating (RPT) 


In Repeating (RPT) flash mode, the Speedlight fires multiple times 
during the exposure to create a stroboscopic effect. When the flash 
is used chis way, the resulting image usualy looks as though 
multiple exposures were taken in quick succession. This mode is 
available on the SB-800, 58-900, and SB-910 only. To use 
Repeating mode successfully, you need to factor in three things. 
Low ambient light : A dimly lit environment is best 
because you needa langer shutter speed to allow the ash 
to fire multiple times, This longer shutter speed lets in more 
ambient light, which can affect the exposure as well as the 
feel and mood of the image. Using a black background 
helps make the subjects pop- 
1a Fast-moving subject The subject needs to be moving 
‘during the exposure, and the faster the subject is moving, 
the more the effect works, It is also helpful if the subject is 
moving through the frame from one side to the other. The 
fash power is caleulated on distance, and Ifthe subject is 


moving toward you or away from you, the exposures will be 
off 


1 Lots of power : The flash needs to fire in quick succession 
for this to work, which means lot of power, Use fresh, fully 
charged batteries and have extras on hand. Using the fash 
in his mode really sucks the power out of the batteries. 

When you use the flash in Repeating mode, you need to set the 

following on the Nash 

‘a Flash output level This isthe power love of the flash 
used for each of the flashes during the exposure. You adjust 
it the same way as for manual power but ean set it between 
1/8 power and 1/128 power only. The power setting wil 
also affect the Frequency and Times Settings. 

1 Frequency (Ha) : This is Just a faney name for the number 
of times the flash fires per second. 

m Times : This is how many times the flash fires during the 
exposure. 

Setting the correct exposure for Repeating mode takes some math, 

some experimentation, and à lot af patience. The fest thing to dois 


determine how many times you want the Nash to fire during the 
exposure. You need to specify both the Times and Frequency 
Settings as well as the power and then work ou the exposure and 
Set the 180, shutter speed, and aperture onthe camera. For 
example, if want the flash to fie four times during the exposure 
and Iam using a shutter speed of 1 second, 1 would set Times 10 4 
and Frequency to 4. The shutter speed you need is equal to Times 
divided by Frequency. If you use a shutter speed that is shorter 
than this, the Mash will not have enough time to fire the number of 
times you specified. Now when 1 adjust the power onthe flash, it 
shows me the distance that the flash will reach at the aperture and 
190 ser, Figures 9.11 and 9.12 ilustrate the settings and a sample 
result 


Figure 9.11 Fortis SB-010 in Repeating mods, the power af 
‘the Mash is ser to 1/8, andthe flash will fire four times at 4 Hz, 
‘which equals four flashes in a -second exposure 


Figure 9.12 The subject moved across the frame during the 1- 
second shutter speed, and the flash fired four times, creating 
the stroboscopic effect. 


Flash Value Lock 


‘The Flash Value Lock (FV Lock) setting on the camera controls the 
way the flash acts when taking multiple photos. When the FV Lock 
is tumed on, the camera fies a pre-flash and then uses that 
information for all the subsequent photos: It doesn't fire another 
pre-flash until you turn off the FV Lock. This senting essentially 
Jocks the flashes power at a specified level until you vurn aff the FV 
Lack. 

It is important to note that this serting is not øn the flash but is 
controlled on the camera, and nor all the cameras in the Nikon 
lineup have this function To use it, simply set the FV Lock to one 
ofthe programmable buttons using the Custom Setting menu 
(either the FUNC button, Preview Button, ar AE-L/APAL. burton) 
and choose FV Lock {Figure 9.13). 
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Figure 9.13 On the D750, you can use the f3 setting in the 
Custom Serting menu to assign the FV Lock to the Preview 
‘button, 


‘The FV Lock stays active until you unlock it by pressing the button 
again or the camera is turned of It also disengages when the 
metering system tums off, which on many cameras is after just a 
few seconds. The FV Lock icon in the viewfinder lets you know 


that the FV Lock is active; when it disappears, the feature is 


Recomposing Your Image 
‘The FV Lock allows you to change the composition while keeping 
the proper flash value to correctly expose your subject, especially 
when the subject is off-center. When you use a Speedlight or the 
built-in flash, the fash metering always meters the center of the 
frame, which is great if your subject is in the center of the frame 
‘but not so great if the subject is aff to the side. This is where using 
the FV Lock comes in really handy: 
1. Attach a CLS-compatible Speedlight to your camera's hot 
‘shoe, or raise the bul flash. 
2. With the subjeet positioned in the center af the frame, press 
the shutter release button halfway down to achieve facus, 
Press the selected FV Lock button. The Speedlight or built- 
in flash will emit a pre-flash to determine the appropriate 
fash level. The ash output will be locked at this level 


Recompose the scene. 
Press the shutter-release button to take the shot. 
You ean take additional pictures without releasing the FV 
Lock the same flash exposure willbe used in all the 
photos). 
When done with the FV Lock, press the selected button 
again to release it. 
In Figure 9.14 , the subject isin the center of the frame and lit 
properly by the flash. By engaging the FV Lock, Iean mow 
Tecompose the image (as shown in Figure 9.15 ) and still get the 
proper exposure. 


Figure 9.14 | photographed Jennifer in the darkened studio 
using the 88-910 on my camera. This is the photo with her in 
the middle of the frame properly lit. Next, I tumed the FV Lock 
on and moved to my left to recompose the image. 


Figure 9.15 Using the FV Lock, I was able to compose the 
scone and move Jennifer off to the side while keeping her 
properly lit 


A Photo Series with Consistent Lighting 


Because the FV Lock function locks the flash output at a consistent 
level, you can take a series of photos thar all have the same 
exposure and look, even if the subjects are different, 

When using the FV Lock to take a series of photos like this, you 
need to make sure that the FV Lock function stays activated for a 
Jonger period af time. The best way to do this is to keep the shutter 
release button pressed halfway dawn. This keeps the Tocas engaged 


and the metering system working (when the light meter times out, 
the FV Lock tums of, When working a red-carpet event, there are 
times when turning on the FV Lock is essential to getting the best 
results In Figures 9:16 and 9-17 , the FV Lock was tumed on so 
that the flash power was the same Tor both images, creating images 
that are consistent 


Figure 9.16 Photographing talent during a press event using 
the FV Lock ereates consistently Nt images 


Figure 9.17 The FV Lock allows for the same lighting even 
When the subjects change. 


Avoiding Blinkers 
When you use the Speedlights on your camera in TTL mode, the 
Speedlight Ares a pre-flash to determine the actual power thatthe 
‘ash will use. Some subjects are sensitive to this pre llash, and it 
an cause an involuntary blink. This results in a subject with closed 
eyes when you take the photo. 

You can use the FV Lac to set the flash power and then take the 
photo (or photos a few seconds later, which will eut down on the 
Subjeet blinking. 


Intelligent TTL Metering 
The Creative Lighting System allows for intelligent Through The 
Lens (TTL) metering of the fash power. The camera reads the 
amount of light present in the scene as seen through the lens and 
then controls the amount of light produced by the flash to create a 
better image 
‘This system uses the flashs ability ro fire a pre-flash to determine 
how much ilumination is needed in the final exposure. The camera 
meters the light reflected back at the camera during the pre-flash 
to get a more accurate reading of the scene and then adjusts the 
output af the fash during the exposure. This all happens as You 
press the shutter release button in the following order 

1. The camera opens the lens as wide as possible. 

The flash fires a pre-flash. 

|. The camera reads the light in the scene, 

4. The camera sets the power for the flash. 

5. The camera sets the aperture depending on the exposure 

mode. 

6, The shutter opens. 

7. The flash fies. 

8, The shutter closes, 
‘This mode usually provides good results, especially when taking 
photos for which you dant have a Jot of time to set up. 1 100k the 
Photo in Figure 9-18 while sitting and let the flash determine the 
amount of light to use. The pre-flash fired and set the exposure, 
and the resulting image looks natural. 


Figure 9.18 A photo of my rind Allen while out to dinner was 
shot using the E-TTL setting, resulting in a natural-looking 


Pharo. 


Most of the time you will never even notice that pre-flash, but you 
‘an set your camera so that you can see it fre. I you follow these 
steps, you will see the pre-flash fire at rhe beginning of the 
exposure and a second flash at the end ofthe exposure: 

1. Set the camera to Manual Exposure mode. 

2 Set the shutter sped to 1 second, 

‘Set the flash to fire in Rear Curtain mode. 

4. Press the shutter release button. 

You will see a flash as you press the button and then a second flash 
one second later at the end of the exposure. The first flash is that 
pre-flash used to determine the power serting, and the second fash 
{5 the main illuminating burst of light for the scene. 

‘The following are two types of TTL modes available on the current 
(GS Speedlights (Figure 9.19}: 

m TTL BL (Through The Lens Balanced ) The camera looks 
at all the lighe in the scene and tries to balance the ight 
from the fash with the existing light to create a more 
‘natural result. This works only when you have the exposure 
metering mode on the camera set to Matrix Metering. 

ETTI (Through The Lens): A regular TTL mode, this is used 
When the camera metering system is set to Center- Weighted 


metering or Spot metering, and the camera looks only at the 
subject rather than the entire scene. 


SPEEDLIGHT SB-910 


Figure 9.19 This SB-910 shows the TTL and TTL. BL modes on 
the LCD. 


All CLS-compatible cameras can use these modes when combined 
‘wih any of the CLS compatible Speedlights 


Syne Speed and High-Speed Syne 
The syne speed of a camera is the fastest shutter speed that you can 
use that still allows the flash to fire and iluminate the entire scene. 
For this to make sense, you need to understand what actually 
happens when you press the shutter release button, especially at 
the higher shutter speeds. 

1. You press the shutter release button. 

2 The front shutter opens and allows light to reach the sensor. 

3. The shumer stays open the amount of time determined by 

the shutter speed sening. 

4. The rear shutter closes. 
For the light from the flash to light up the whole scene, the flash 
needs to fire after the first shumer is Tully open and before the 
second (rear) shutter starts to close ( Figure 9.20 ) The maximum 
Shutter speed you ean use is usually 1/200 second or 1/250 
Second, depending on the camera. If you use a shutter speed faster 
than this, then the rear shutter will start to close before the front 
shutter has opened all the way, and you end up wich an area that 
{he flash illumination does not reach and a black bar on the 
bottom of your image. Because the camera and the flash talk to 
esch ater, the camera will not allow you to use shutter speeds 


higher than the syne mode set in the camera's menu system. For 
‘example, if 1 have the top syne speed set to 1/250 second, then 1 
will not be able to use a shutter speed higher than 1/250 second 
‘with a Speedlight inthe hot shoe 


‘The High-Speed Syne capability in the CLS allows you to use 
shutter speeds higher than 1/200 second and still get a proper 

exposure withthe flash, For this to work properly, the Speedlight 
fires a series of flashes as the front and rear shutters move across 


the frame properly exposing the entire scene to the light from the 
flash. 


Using this capability puts a huge drain on the battery because the 
flash needs to fire multiple times în quick succession. To the naked 
‘eye it Just looks as if the flash fires onee. In reality, however, not 
oniy does the Speedlight need to fire multiple times, but also the 
output needs to be the same each time ar the image will be 
Incorectly exposed. This does put a much higher drain on the 
Speedlight batteries and is not available on all camera bodies in 
the Nikon lineup. 

‘To set up the Mash for High-Speed Syne, you need to set the 
camera to use the Auto FP mode, This is done in the Flash Speed 
‘Syme setting in the camera's Custom Serting menu ( Figure 9.21). 
I the camera supports the Auto FP mode, You will see that as an 
‘option in the menu. It wil show the top regular syne speed of 
17250, and then it will have a choice that looks ike 1/250 (Auto 
FP). If you select this mode, the camera will use the High-Speed 
Syne when the shutter speed is over 1/250 second. 


Figure 9.21 The e1 Flash Sync Speed menu setting onthe D750 
Tets You set the Auto FP mode to shutter speeds higher than 


1/200 second or 1/250 second 


Being abe to use faster shutter speeds allows you to use your 


Speedlight as a ill light in bright lights. For example, you can set 
the shutter speed to underexpose the scene and then use the 
Speedlight to properly expose the subject. In Figure 9.22 used a 
{ast shutter speed, 1/500, to underexpose the Whole scene and then 
added the light from the Speedlight to make the subject standout 
‘This allowed me to photograph with the sun behind the subject 
without getting a silhouet. 


Figure 9.22 Photographing Tim in the bright afternoon 
sunlight needed a fast shutter speed to underexpose the 
background. Tim is Nt by the Speedlight aff to the camera's 
right. 


Wide-Area AF-Assist Illuminator 


Focusing in low-light situations can be really tough. Some ofthe 
Nikon cameras come with an Auto-Focus assist lamp that putsa 
‘right white igh an the subject to help the camera's auto-focus 


‘work in low light. The $8600, 58.700, 8-800, 58-900, and 
$910 have a built in AF-Assit Illuminator that works well in 
helping the camera’s auto-focus lock on to a subject. The 
Speedlight emits a red Tight that the camera then uses to achieve 
focus. This light ìs emitted automatically in low light, but you need 
to have the proper focus mode set on your camera far it to work 
coneetiy. 

‘The most important factor when using the AF-assist Illuminator is 
that the focus mode on the camera needs to be set to AF-S, which 
Stands for Auto- Focus Single Servo. This is the mode for shooting 
statie subjects, as once focus is achieved, the camera will not 
‘change focas untl you refocus. For example, i you are in a low- 
Tight location and want to take a photo, switch the focus mode 10 
APS and, with the Speedlight mounted in the hat shoe of the 
‘camera, press the shutter release button halfway down. The 
Speedlight will emit a red light that the camera will then use to 
help it focus, Onee the focus is ser, it will not change unless you 
take a photo or take the pressure off the shutter release button: 
‘There ls no way to use the AF-C with this function, so if the subject, 
is moving, you will need to either shoot quiekiy afier achieving 
focus or continually press and release the shuter button halfway 
down to engage the AF-Assist. 

Ta get the wide coverage, the SB-910 actually has multiple AF- 
Assist lamps on the front of the flash and picks which one to use 
depending on the focus point selected and the camera, As you can 
see in Figure 9.23 , the lamp comes on when the shutter release 
button is pressed halfway down in low light. 


Nikon 
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Figure 9.23 One of the AF-Assist lamps is illuminated on this 
SB-910. The light i produces lasts only a second or two but 
allows the camera to achieve focus, 


You need to be aware of a second factor when it comes to the AF- 


Assist: Depending on the camera model, not all the focus points 
‘vill work with this featare. The best be is to use the center focus 


point for eritieal work and check your camera manual for which 
focus points work with the AF-Assist illuminator with your camera. 


Flash Color Information Communication 
‘The color of the light produced by the Speedlights can vary 
depending an the power level of the flash, and while this change in 
‘olor can be rather smal, i can affect the color in your images 


‘The Nikon Speedlights can communicate the lash’ light to the 
camera for more consistent color automatically when when the 


Speedlight is on the camera and the White Balance is ser to Auto. 


‘There is Second part of the Flash Colo Information 
Communication feature of CLS that comes Into play when you use 
one of the Nikon colar correction gels or filters on the 8.700, 
'SB-900, or SB-910. For the feature to work properly, you need to 
‘se one ofthe supplied color correcting filters that came with the 
Speedlight, and be sure that the White Balance setting on the 
camera is set to Auto or Flash. There are sensors on the Speedlight 
that read which filter is attached and send thar information to the 
‘camera, which then automatically adjusts the white balance € 
Figure 9.24). 


Figure 9.24 The contacts an the underside of the flash head can 

read which of the Nikon-supplied filrers ar gels are attached to 

the flash head and send that eolar information to the camera to 
correctly set the white balance. 


Final Thoughts 


‘The Nikon Creative Lighting System is a collection of diferent 
flash functions all grouped together under the CLS name. The 
functions covered in this chapter really do make it easier to get 
better images with the Aash on your camera. I have found that 
the LFTL BL mode creates a well-lit image without me having to 
‘worry about it much, and 1 often find myself using the AF- 
Tiuminator to help when shooting in low light. There is one more 
feature of the CLS not covered in this chapter, which is the ability 
to control off-camera flashes. For more information on this 
continue tothe next chapter, 


10. Advanced Wireless Lighting 


Advanced Wireless Lighting (AWI) is the most exciting and useful 
feature of the Creative Lighting System (CLS). Ir is also the mast 
complicated, especially when you're just starting out, so it deserves 
{ts own chapter: AWL enables you to contral the mode and power 
‘of an unlimited number of off-camera flashes right from your 
camera. In addition, with AWL you can assign the remote flashes to 
a maximum of three groups and contral the mode and power for 
each group independently of the other groups. You can also decide 
whether you want the fash on the camera to add any light to the 
Scene or Just act as a Commander for the remote flashes. This 
chapter covers setting up both the Remote and Commander modes 
fn the Speedlights and how to use the builtin flash as'a 
Commander when possible. 


‘The Basies of Off-Camera Flash with AWL 


‘The Nikon Creative Lighting System allows you to use Speedlights 
in either Remote or Commander mode. The Commander flash 
controls the remote flashes, allowing you to trigger them right 
from the camera. The whole system uses a linet sight optical 
receiver on the remotes that sees the light from the Commander ( 
Figure 10.1). For AWL. to work properly, you need to set up at 
least one of camera flash as a remote and use another Speedlight, 


‘the SU-800 Commander unit, or the built-in fash as the 
Commander, When positioning remote flashes to illuminate a 
scene, make sure that the small wireless triggering senor onthe 
Termote fash is positioned to see the Commander 


Figure 10.1 AWL allows you to quickly set up off-camera 
‘lashes and trigger them from the camera using a Commander 
unit. Here I used a single off-camera fash in a softbox triggered 
from the camera using the SU-800. You can see the fash off to 
the right, as well as the final photo (insert) 


You can ser Speedlights to communicate via one of three channels 
(1 to 4), so make sure your remote and Commander units are set to 
the same channel. Having a choice of channels allows multiple 
photographers to work in close proximity without triggering each 
Other's Mash units, You also ean set your remotes to ane af three 
soups (A, B, or ©) and then customize each group's power settings 
‘Via the Commander, although the lower-end Speedlights do have 
Some limitations as to which groups and channels they ean use. 


In the past, the terms Master Flash and Slave Flash 
were used to describe the Commander and 
relationship with off-camera flash. You can s 
find Master settings on many current Speedlights, 
but because the terms Master 


interchangeable, I will use Commander u 
specifically referring to a seting marked 


Remote Mode 
‘To use a Speedlight as a remote flash, the first thing you need to do 
isset the flash to Remote mode. You can use all the Speedlights as 
remote flashes excep for the SB-300 and SB-400. To seta 
Speedlight to Remote mode, just do the following: 

E SB-500 Turn the On/Of/LED/Remote switch to either 
Remote A or Remote B. You cannot use the SB-500 as a 
group € flash, and you ean use only channel 10 control the 
‘S8-500 in Remote mode ( Figure 10.2). 


Figure 10.2 This SB-500 is in Remote mode and set to group A 
and channel 3. 


m 58-600 : Turn on the flash and then hold down the 200m 
and ~ buttons at the same time until you see the AWI icon- 


Then press the Mode button until you see the ward ON 
shove the icon. Finally, press the On/Off burton to put the 
‘ash in Remote mode (Figure 10.3) 


Figure 10.8 While in Remote mode, this $8-600 is ser to group 


‘Rand channel 1, 


1= 58.700: Press down the button in the middle of the On/ 
(ff/Remote/Master switch and rotate the switch to Remote 


(Figure 10.4). (Nikon made it easy set the modes onthe 
38.700.) 
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Figure 10.4 This SB-700 is in Remote mode and set to group A 
and channel 1. 


m SB-800 : Turn on the flash and then press and hold the SEL- 
button until the menu opens. Use the rocker switch to select 
the AWL menu and press the SEL button. Use the rocker 
switch to navigate up and down until the word Remote is 
highlighted, press SEL, and then tap the On/Off buton. You 
Know the SB-800 is in Remote mode when the word 
REMOTE i in the middle of the LCD ( Figure 10.5 ). 


Figure 10.5 This SB-800 is set to channel 1 and group A in 
Remote mode. 


188-910 and SB-900 Press down the button in the middie 
ofthe On/OfF/ Remote/Mastr switch and rotate the switch 
to Remote (Figure 10.6). 


Figure 10.6 While in Remote mode, this SB-910 is set to group 


‘Rand channel 1, 


Ta ensure your off-camera flashes can communicate with their 
Commander, ali the remote units as well as the Commander need 
to be ser to the same channel. If you are using the SB-S00 as a 
emote fash, then you have to use channel 3: In all other 
Instances, however, you can use any of the four channels you want. 
T usually use channel 1 far everything unless T'am working in close 
proximity to another photographer also using Nikon Speedlights 
‘wih AWL, and then we just make sure that we are not on the same 
channel. At imes 1 want to set up two completely diferent lighting 
Serups using the same location. By setting each of the setups to 
diferent channels, 1 ean then switch berween the two when 
making the photographs, 


Note 


‘The Speedlights in Remote mode and the 
Commander all need to be set 1o the same channel 


for the system to work. 


Next, you need to assign your Speedlights to a group. As 
mentioned earlier, you have a choice of three groups, designated 
A, B, and C. Each group can contain an unlimited numi 

flashes, but nor all the Commander unis can trigger 
groups. Before you choose a group for your remotes, make sure i's 
{ne that your Commander can wigger. The SU-800, SB-800, 
58-900, and 58-910 can trigger ali three groups, but the SB.700 
and builtin flashes can Are only two. When you use the SB-500 on 
newer DSLR cameras (currently anly the D750 and D810}, it can 
fire groups A and B, 

Finally, you need to adjust the zoom position of the flash head and 
iumination pattern of the remotes. Although the Commander can 
control the flash mode and power of the remote ashes, it cannot 
change the zoom or the ilumination pattern remotely. 


‘The remate flashes are now ready for you to place where you want 
them: simply make sure that the sensor on the side of each 
Speedlights facing the Commander unt. The system uses ine-of- 
site triggering, so i£ the remote unit cannot “se” the Commander 
Uni, twill not fire. The sensor Is located onthe same side of the 
Speedlight as the battery compartment and just looks ike a small 
dark erele. 

‘The SB-R200 Remote Speedlight can be used as a Remote anly, so- 
it does not need to be set into any special modes all you do is set 
the group and channel on the top of the small light (Figure 10.7 ). 
(On the SB-R200 units, the remote triggering sensor is on the 
bottom of the unit where it would be in the best position to be seen 
by the Commander when mounted on the front of-a lens using the 
close-up kit (Figure 10.8 ). Many times 1 use the small SB-R200 
unit as a remote in locations where a fullsized Speedlight won't 
me 


Figure 10.7 For the S8-K200 Speedlight, you set the group and 
channel using its top contrals. 


Figure 10.8 The bottom of the SB-R200 Speedlight contains the 
remote triggering sensor 


For Figure 10:9 1 used three remote flashes to create the lighting, 
Including a single SB-R200 placed behind the book to simulate the 
light from the flashlight that the subject was holding. The small 
SE-R200 was set to group A, which was the main light on the 
Subject. Iset a second Speedlight, an $B-800 equipped with a 
Rogue Grid, below the camera 10 illuminate the book cover, and 


set it to group B. I positioned a third Speedlight, an $8-910 set to 
‘tou C, off to the left side of the camera. The group C light was 


gelled blue and aimed at the ceiling to ad color wash to the 
Scene to help set the mood. The difficult part of this setup was 
Zetting the small SB-R200 to see the Commander, which was an 
SU-800, 1 used a TTL cord so that I could position the SU 800 high 
above the camera and angled slightly down so it could trigger all 
the remotes. The final piece ofthe puzzle was to make sure the SB- 
R200 was turned upside down withthe remote sensor facing up 
and the flash angled so the light would Bounce off the pages of the 
‘ook and illuminate the subject. 


Figure 10.9 Who doesn't like to read Photoshop books Iate at 
night in bed? For this image, Iset up three off-camera flashes 
to control the different areas of light One flash luminated the 
‘child, the second added some light to the Book cover, and the 
third acted as the ambient light in the room and added the blue 


Commander Mode 


Once you set up your remote Speedlights, you now need a way to 
trigger these off-camera flashes. To do so, you can use an SU-800 
Commander or set up an SB-700, SB-800, SB-900, or 58-010 as a 
Commander, You can also use the SB-S00 as a Commander if you 
mount it on a D750, D810, or D5500. On many Nikon cameras, 
another alternative is to use the built-in lash as a Commander 
You cannot, however, use the SB-600 as a Commander. 


When a Speedlight or built-in fash is in Commander mode, you 
can specify how much, if any, light is produced from the 
‘Commander to illuminate the scene. The Commander fash is 
designated by the letter M on the Speedlight LCD and acts just 
like one of the three groups. The M actualy stands for the Master 
Flash or Commander 


‘Note 


‘The following cameras cannot use the built-in Nash 
to trigger off-camera lashes: D5500, D5300, 
D5200, D5100, D5000, D3300, D3200, D3100, 
D3000, D60, D50, D40, and D40X. 


Setting the Speedlight to Commander mode is a litle different on 
every Speedlight. Here are the bases: 

m SB-500 : The SB-500 cannot be used as a Commander 
unless it is mounted on Nikon's D750, D810, D7200, or 
D5500 DSLRs. As of this writing, these are the four newest 
cameras, and the SB-500 is the newest Speedlight, so it 
Stands to reason thatthe ability t0 use the SB-500 as a 
Commander wil be part of the CLS in future cameras as 
well. To use the SB-500 as a Commander, you need to 
mount it on the camera’s hot shoe, tum it on, and then use 
the camera’s menu system to open the Optional Flash menu. 
“This menu enables you to use the SB-500 flash in TTL. 
mode, in Manual mode, or in Commander mode ( Figure 
10.10 ) If the $8-500 is not mounted on the camera, this 
menu controls the buile in flash instead. After you choose 
Commander mode, you will be able to set the flash mode 
and power for the 88-500, as well as the lash modes and 
Power far groups A and B. You will also be able to ser the 
channel (1 to 4) to match the remote units channel. 
Navigating the menu is easy using the multifunetion switch 
‘on the back of the camer 


Figure 10.10 The menu on the D750 shows the SB-500 being 

set as a Commander. On the flash the light under the CMD is 

‘on, letting you know that the SB-500 is now in Commander 
mode. 


1=SB.700 The SB-700 can be used as a Commander unit, but 
it has limited functionality. The SB-700 ean control only 
two aff-eamera groups, and the fash mode of both groups 
has to be the same, either TTL or Manual. There is also a 


‘mode available only an the S8-700 and the SU-800 in 
Which you ean set the power ofthe A and B groups as a 
ratio ( Figure 10.11 }. To set the SB-700 as a Commander 
Just turn the On/O#/Remote/Master switch to Master. You 
have to press the button in the middle of the switch 10 
allow it to tarn. 


ew / 


Figure 10.11 This $8-700 i in Commander mode. You can see 
thatthe Master flash is turned off and group A is set to +1 
while group B is set to 0. The flash mode is set for all The 

groups over on the left side and is currently set to TTL. There is 


no group C when using the $8-700 as a Commander. 


m SB-800: To set the SB-800 into the Commander mode, you 
ned to turn on the flash and then press and hold the SEL 
Dutton until the flash menu opens, Use the racker switch to 
select the AWL menu and press the SEI. button. Use the 
Tocker switch to navigate up and down until the word 
Master is highlighted; then press SEL and tap the On/Off 
button. When the $800 i in Commander mode, you see 
the sereen divided Into two halves. The left is for the groupe 
(0, A, B, and C), and the right is for the channel, AWI- ion, 
Fstop, and zoom ( Figure 10.12 ). 


| 
—) 
sl 
SPEEDLIGHT 58-800 


Figure 10.12 This SB-800 is set as a Commander with the 

Master Flash tumed off, group A set to TTL with +1, group B 

Set to Manual with a 1/8 power, and group C set to Aperture 
‘Auto with a “I power adjustment 


m SB-910 and SB-900 : To set the S8-900 or S8-910 as a 
Commander, just press the button in the middie of the On/ 
Off/Remote/Master switch and turn it to Master. The 
58-900 and SB-910 ean control up to three groups using any 
ofthe four channels Figure 10.13} 


Figure 10.13 This 8-910 is set to Commander mode with the 

Master flash set at TTL, group A set to Manual with 1/8 power, 

group B set to Aperture Auto with + 0.7 power adjustment, and 
group C turned oft 


= Built-in Flash: 1f your camera allows you to use the built- 
in fash as a Commander, you need to select this mode in 
the camera's menu system. For example, on the D730, the 
3 menu is called Flash Cisl for Built-in Flash, and this is 
Where you ean set the builtin flash to Commander mode ( 
Figure 10.14 ). Check the manual for your camera- 


Figure 10.14 To set the D750's built-in flash to trigger the 
remote ashes, you use the e3 menu. Here the Master flash is 
turned off, while group A and group B are both set to TTL with 
+ T in group A and -1 in group B. 


E SU-800 : The SU-800 is a Commander and does not need to 
beset as one ( Figure 10.15) 


Figure 10.15 This SU-800 has group A set to TTL with -0.3, 
group B is Aperture Auto with + 0.7, and group C is Manual 
with 1/4 power. There is no setting for the Master flash because 
the SU-800 does not produce any illumination light 


‘Once you set up the Commander, you need to ser the channel to 
match that of the remotes; then you specify the flash mode and 
power setting to use for each of the groups. 


Flash Modes 
‘The Commander unit allows you to contral the flash mode of the 
Commander fash and the remote ashes by group. Simply set the 
‘ash mode once for the group, and all the flashes assigned to that 
group will be triggered that way. If you are using a Speedlight or 
Your camera's buile in flash, you can also contro the flash mode of 
the Commander unit. The four flash mode choices are as follows: 
‘= TTL Through the Lens) In this mode, the Aash fires a 
pre-flash and measures the light reflected off the subject 
through the lens of the camera. The power of the ash is 


then adjusted to create the best exposure according to the 
camera: You can adjust the power for the group from -3 to 
“+3, but remember that the adjustment affeets all the 
Ashes in that group. Using TTL can give you great results 
and can also drive you crazy. Because the camera is reading 
the light coming in through the lens right before the actual, 
photo is taken, a smali change fram ane group of lights can 
have a large effect on the other groups, You need to think 
of ali the ashes as a whole because the amount of light 
produced by one group can affect the other groups. This 
mode is supported by the SB-700, SB-800, SB-900, and 
58-010, as well as the builtin flashes and the SU-800 unit. 

EM (Manual) In this mode, you set the power of the flash 
and it doesn't change, The power 1s set as a fraction from 
1/1 all the way to 1/128. It makes no difference what rhe 
‘other groups do ar don't do; when yau have the fash mode 
Set to Manual, the flashes fire at that power, However, be 
Warmed: I the remotes Pashes are of different types, the 
amount of light they produce ar the same setting can be 
different. For example, an SB-000 and an SB-800 set to 
Manual fash mode at 1/4 power will produce diferent 
amounts of illumination and that doesn't even take into 
account the effect of their battery freshness on the amount 
of light produced. 


m AA (Aperture-Auto) : In this mode, the flash reads the 
light bounced back from the pre-flashes and sets the fash 
‘output. It can be adjusted fram -3 to +3. This mode is not 
available when you use the SB-700 as a Commander, nor 
fan you set the 58-500 to AA mode when using itas a 
Commander on the D750, D810, or D5500. 

(Off : In this mode, the selected group does not fire at 

SIL Iris useful for creating diferent lighting effects without 

having to go and adjust the lights. For example, you can 

tum the on-camera fash off sò that it doesn't add anything 
to the illumination of the scene, so all the light is then 
coming fram the remote units, You will still see the 

Commander flash output a burst of light, but tis is the pre- 

fash that talks tothe remotes, not an actual flash that 

illuminates the scene. 


After you set the fash mode in the Commander unit, it will wigger 


‘the remote units when you press the shuter release button all the 
way down ( Figure 10.16). 


cs 


Figure 10.16 As you can se, when the B-910 is in 
Commander mode, you ean have diferent flash modes fr each 
‘sroup and the Commander iselr. Here the Commander flash 
(MD is turned off and group A i set ro Manual, group B to 
“Aperture-Auto and group € to TTL, 


How you set the flash mode on the Commander depends onthe 
unit youve using 
m 58:700: On the SB-700, you set the mode for all the groups 
‘with the slide switch on the back left or the Speedlight. The 
58:700 does nat allow you to set different groups to 
different modes. 


E SB-800 : With the 8-800 turned on and in Commander 


‘mode, press the SEL button to eyele through the groups and 
channel. When the group you want to edit is highlighted, 
press the Mode button unt the mode you want is showing: 

‘= SB-900 and SB-910: When the Speedlight is in 
Commander mode, press the SEL button to cycle through 
the groups. When the one you want to edit is highlighted, 
press the Mode button to change the mode af the selected 
group. 

E SU-800 : When the SU-800 is turned on, press the SEL 
button to cycle through groups A, B, and C and the channel 
When the selected group is flashing, press the Mode button 
to change the mode. 

s Built-in flash : The exact sequence of actions depends on 
the camera model, Dut usually you use the Custom Setting 
menu to set the Flash Control options for the builtin flash. 


Flash Power Setting 


Not anly does the Commander unit allow you to set the flash mode 
for the remote groups, it also enables you to adjust the power for 
each group independently of any other group. With this flexibility 
you can create some complex lighting setups. 

To set the power for each group, just follow the appropriate steps 
{or the unt you are using as the Commander: 

1=SB.700 : With the SB-700 turned on and in Commander 
mode, press the SEL burton ro cyele through the groups and 
channel: When the group you want to adjust is highlighted, 
use the dial to adjust the power by rotating it to the right 
for more power or to the left foar Iess power. Rotate it all the 
way to the left past the lowest power sting to turn off the 
group. 

E SB-800: With the SB-800 turned on and in Commander 
mode, press the SEL button ro select the group you want t0 
adjust. When the group is highlighted, press the + and — 
buttons to adjust the power. 

m SB-900 and SB-910 : With the Speedlight is in Commander 
mode, press the SEL button to cyele through the different 
groups. When the group you want is highlighted, press the 
Flash Compensation button to adjust the power of the 
Selected group. You can also use the scroll wheel to adjust 
the power afier pressing the Flash Compensation button: 


m SU-800 : When the SU-800 is turned on, just press the SEL 
button to cycle through groups A,B, and C and the channel 
When the selected group is flashing, press the left and right 
buttons to change its power. 

‘= Built-in flash : The exact sequence of actions depends on 
the camera model, but usually you use the Custom Setting 
menu to ser the Flash Control options far the built-in flash. 

Each of the flash modes has a different method for adjusting the 
power, but the basies are the same. You can either increase the 
power or decrease the power within a certain range, 


TTL Mode 


In TTL mode, you adjust the power by group fram -3 to + 3 in -3 
increments. That means you can dial down the power in one group 
to'be three stops under what the camera believes the light should 
Þe, while you dial up the power in another group to three stops 
over what the camera believes the ight should Be. This gives you 
‘quite a bit of contol but can be frustrating when you're working 
Sith multiple light groups. Remember, thë light produced from one 
group can influence the light produced by another. Keep in mind 
{hat in TTL. mode the camera is ooking at the exposure right 
before the image is taken, meaning that the adjustment of one 
soup to produce less power might make the other group 
[utomatialy produce more to get the whole exposure back to 
‘where the camera believes it needs to be 


For Figure 10.17, I used a single S8-910 off-camera in a softbox 
se to group A in TTL mode. The camera adjusts the output of the 
Termote fash, and all 1 had to do was adjust the power of the group 
down -1.7 to get the photo 1 wanted. Because the camera wants to 
make everything a middle gray, shooting the scene at straight TTL 
without adjustments would have ereated an overexposed image 
where the large areas of black would have been more gray and the 
light areas would have been overexposed 


Figure 10.17 For this image, | shot an off-camera $8910, 
through a softbox to the camera's ef, controlling it by an 
Su:800 on camera. 1 dialed down the SB'910's power (group A) 
to -1.7 to keep the black background dark 


For Figure 10.18 , 1 put three SB-800s together on a McNally 
Lastolite TriFlash holder and set all three to group A. I then raised 
the umbrella up high and off to the camera's right and used it as a 
Sl lighe while taking photos outside. Iset the flash mode for the 
group ro TTI. and adjusted the power until 1 had the light I wanted, 
inthis ease just a smali -0.3 adjustment 


Figure 10.18 Three $8-800 Speedlights fired through a large 
umbrella raised over my head and of to cameras right erated 
‘the fil light fr this shot. 1 dialed the lights down litle by 
Setting the flash mode to TTI: and 0.3. 


Manual Mode 


With the fash mode ser to Manual mode, you can adjust the power 
from 1/1 (full power) all the way to 1/128 power in 1/3 steps. The 
‘eal advantage to using Manual mode is that the output doesn't 
changes it is set by the Commander and stays the same. For the 
portrait of musician Cody Lovaas in Figure 10.19 , I used a single 
SB:910 ina Rapid Box Orta on the camera's right and had an 
assistant hold a silver reflector on the left to add some fil! light. 1 
chose Manual mode because 1 need the exposure to stay exactly the 
same as Cody posed and the assistant moved the reflector, 


Figure 10.19 1 photographed Cody Lovaas in his house using a 
single $8-910 off to the camera's right in a Westcon Rapid Box 
snd a reflector adding some fil over on the left. 1 controlled the 
power using a second 58-910 as a Commander. The remote 
flash was set to group A and used the Manual mode with the 
power ser at 1/8. 


Auto-Aperture Mode 


Aperture-Auto mode works a lot like TTL mode, but instead ofthe 
camera reading the amount of light needed and controlling the 
power of the fash, the flash reads the lighis and controls the 
output. You can adjust this mode in the same way as TTL mode, 
{fom to 43. Keep in mind that when using this mode, adjusting 
the power af one group can affeet the amount af light produced by 
another group because the flash is looking at all the light in the 
Scene when calculating the Mash power. 


Repeating Flash Commander Mode 


Available only when you use the $8-800, 8-900, or SB-910 as the 
Commander, Repeating Flash Commander mode enables you to 
‘create a stroboscopic effect by firing off-camera flashes repeatedly. 
To use this mode, you need to turn it on in a special menu sting 
‘Todo so, use the following steps: 


m SB-800: Turn on the flash and then press and hold the SEL 
button until the menu opens. Use the rocker switch to select 
the AWL menu and press the SEL button. Use the racker 
switch to navigate up and down until Master (RPT) is 
highlighted and then press SEL- and tap the On/Off button ( 
Figure 10.20). 


‘SPEEDLIGHT S8.000 


Figure 10.20 On the 58-300, highlight Master (RPT) in the 
menu to tum on Repeating Flash Commander mode. 


E 58-900 and SB-910: Turn on the flash by rotating the On/ 
(ff/Remate Master switch to Master. Press the menu 
burton and use the dial to navigate tothe AWL RPT menu 
choice @ 0.21 ). Press OK, use the dial to select ON, 
And press OK again. Finally, press the Menu button to clase 
the menu, 


Figure 10.21 This SB-010's menu shows the AWL Repeating 
lash Commander mode highlighted and tumed on 


With the Speedlight in inthe Repeating Flash Commander mode, 
you can now ser the fash power, the amber of times the flash will 
ire, and the Irequeney. Simply follow the same steps for setting It 
for a single, on-camera flash, which were discussed in Chapter 9. 
The big diference here is that you can now specify which groups 
will fire when you make the photograph (Figure 10.22 ). You 
cannot adjust the output, umber of flashes, or frequency for the 
individual groups: hey are ether on or of. You ean also turn the 
Commander on or off depending whether you want it to add any 
light to the scene (Figure 10.28). 


SPEEDLIGHT 56-500 


Figure 10.22 This S8-800 has group A turned on while the rest 
are turned off. The power is set to 1/8 with four flashes firing at 
tHe 


"00 
Vas 


Figure 10.23 This 8-910 is in RPT mode with 1/8 -0.3 power. 
"The Master flash and groups A and B are tumed on 


Because you can't adjust the different groups to individual power 
settings, you might wonder why you should use multiple groups at 
all. The best reason is to be able to add or subtract the number of 
lighis that are firing without having to manually turn them off or 
on. Far example, in Figure 10.24 I attached three SB-800 
Speedlights to lightstand about 4 feet apart using Justin clamps 
with each set as a different group so I could experiment with 
diferent looks without having 1o lower the light stand each time to 
turn on the lights on or of. The flashes were ser so that Jennifer 
‘could travel down the silks that were attached tothe ceiling while 


‘the Mashes fired. On each of the flashes 1 used a Flashlende flag to 
Stop the ight from spilling out toward the camera. Then Jennifer 
Climbed to the top ofthe silk, and with the lights turned off, she 
id a Double Star drop while the Speedlights fired. With a few 
weake to the timing all set from the controller, an SB-910 
‘mounted on a Nikon DA, we ended up with Figure 10.25 


DIRECTION OF THE MOVEMENT 


$B-800 


gure 10.24 You can see the three SB-800 Speedlights 
clamped to a tall light stand and lagged with Rogue 
FlashBender flags. These thee Speedlights were controlled by 
‘the SR-910 mounted on the camera in the Repeating Flash 
‘Commander mode 


Figure 10.25 The strobose t of the SB-800s firing as 
Jennifer performed the Double Star drop in the dark shows the 
‘motion and beauty in her movement 


Quick Wireless Control Mode (A:B) 


'ailable on the S8-700 and SU-800, Quick Wireless Control mode 
ables you to adjust the flash output levels of group A and B a a 


atio of one to the other. When used as the Commander, the 
1-700 does nat fie in this mode Setting this mode is 
straightforward on both Commander unt: 

E SB.700: Turn the On/OR/Remote/Master switch to Master. 
“Then slide the fash mode switch on the back left side of the 
Speedlight 1o GN A:B. 

m SU-800 - Open the battery cover on the front the unit and 
slide the switch tø Macro, whieh is designated by the lower 

When in this mode, you adjust both the A and B groups together. If 
you add power to the A group, you reduce power to the B group, 
and vice versa. 

On the SB-700, follow these steps to adjust the power: 

1. With the SB-700 in Commander mode and set to GN A'B, 
press the SEL button to highlight the AB group. 

2 Rotate the dial to the left to increase power to the A group 
and to the left to increase power to the B group. 

3. Press the SEL button to highlight Flash Compensation. 

4. Rotate the dial to the left to decrease the power and tothe 
right to increase the power, This adjustment fs made to all 
the flashes in both the A and B group. 

You can adjust the power from all A and no B to all B and no A. 
‘Table 10.1 lists all the available power ratios, 
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Power Ratios on the $8-700 
On the SU-800 you can adjust the A and B group independently or 


as a ratio to each other. To adjust them as a ratio, just fallow these 
directions: 


1. With the SU-800 in Macro mode, press the A-B button until 
both the A and B groups are shown on the sereen. 


2 Press the SEL button until the ratio under the A-B is 
Mashing. 


3. Use the left and right arrow keys to adjust the power. 


4, Press the SEL button again to highlight the EV setting then 
adjust by using the left and right buttons. 


You can adjust the power fram 1:8 to 8:1, as you can see in Table 
102 
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Table 10.2 A:B Power Ratios on the SU-800 
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‘The SU-800 also allows you to adjust the A and B groups 
independently. You can acess the separate groups by pressing the 
A-B button on the back of the SU-800. 

For the photos in Figures 10.26 and 10.27 , I set up two of the SB- 
R200 flashes on the tens and used the SB-700 inthe Quick Wireless 
Control mode to adjust the power af each ash For Figure 10.27, 
T used a 1 ratio for AB and then used a 1:8 ration for Figure 
10.28. Done right on the flash, making the change was as easy as a 
pres of the button and a quick rotation of the dial. 


Figure 10.26 To photograph the orchid, I used the D4, a 
105mm macro lens, and two SB-R200 Speedlights with a ratio 


oF 8:1. As you can se, the A group, which was on the camera's 
left created the shadows seen over on the right side ofthe 
flower. 


Figure 10.27 For this sho, I changed the ratio 10 1:8. Now the 
majority ofthe power comes from the right side of the frame, 
while the A group adds a litle bit off 


Final Thoughts 


‘The Advanced Wireless Lighting functions built into the Creative 
Lighting System are powerful. With them, you can trigger a 
camera lighting with ease, as well as create and control multiple 
lighting groups. AlI his exibility allows you to set up some really 
complex lighting simply. 

1 recommend you start with one off-camera Aash and work up to 
multiple Speedlights There are a few things that can and will 
‘make'a difference when setting up aff camera flashes. The first is 
to use fresh batteries in ali the flashes so that they are fully 
powered. Second, always fire a test photo to make sure that the 
emote flashes are all awake. You ean easily test to see whether all 
the flashes are firing correetiy by pressing the Test Fire buton on 
the Commander unit. This will fire the remote groups in order, first 
‘group A, then B, and finally C. This not only lets you know that the 
Commander and the remotes are seeing each other but also 
‘visually lets you know which groups are which. In the next 
chapter, we will take the offeamera flash a lite further by adding 


adio triggers and mixing the line-of-sight triggering and radio 
triggers together. 


11. Off-Camera Flash Triggers 


Using multiple oft camera ashes allows fr some really restive 
lighting scenarios. The ability to trigger an unlimited number of 
Speedlights in up to three groups using the Advanced Wireless 
Lighting (AWL) functions of the Creative Lighting System (CLS) 
enables you ta build up complex lighting scenarios. This chapter 
Rot only covers the possibilities when using AWL.® A, B, and C 

soups but also shows you alternative ways to rigger off-camera 
lights, including radio triggers and SU-4 mode on the Nikon 
Speedlights 


Working with Groups 
The ability to control and adjust three groups, each with an 
unlimited number of flashes and each with its own flash mode and 
power setting, makes the AWL capability of the CLS incredibly 
Powerful 

When you set up a Speedlight as a remore, you need toser the 
channel and the group. All the flashes and the Commander need to 
Þe on the same channel to work, but the remotes can use the A, B 
or C group. For all the examples in this chapter, 1 used a 
Commander that supports ali three groups and allows for different 
fash modes to be set separately for each group. The 58-800 
8-900, and 58-910 (shown in Figure 11.1 ) all can handle this 


configuration. 


igure 11.1 The SB-910 in this lineup is set as the Commander 
‘with dhe $B-800 as group A, the SB-700 as group B, and the 
‘600 as group C. Ali the Speedlights are set to channel 1. As 
ou can see, the layout showing the group and channel is 
‘diferent on each Speedlight. 


When working with multiple groups, you need to plan the shoot 
beforehand so that you ean sort and set the Speedlights into the 
proper groups. Here are some tips for keeping your Speedlights 
Organized when using them in multiple groups: 

1 Sort by lighting area: Instead of thinking about the 
Speedlights as individual lights, it helps to thinkin terms of 
the sones that you want to illuminate. When 1 am serting up 
a shoot, I usually think In terms of a main light, fl light, 
and background light. I assign group A to be the main light 
Soure, group B to be the il light, and group C to be the 
background light. 


ls Build the scene group by group : One advantage to using 
multiple groups is the ability to build up the light i the 
scene by turning the groups on one at a time. This îs 
especially useful when using the flashes in TTL mode 
because the light from one group can affect the power of 
another group. Being able to tum a group on or off from the 
amera poston allows far quiek adjustment, 

E Label your lights: Serting up a lot of lights can create 
‘some issues when it comes to remembering which lights are 
în which groups. have used two different methods to keep 
track of which Speedlights are in which groups. The fist 
was color-eoding; I used red tape to designate the main 
light (group A), Yellow tape for the light (group B), and 


white for the background (group C). Ilustrated in Figure 
11.2, this method worked great if was working alone 
because only T needed to know what the colors meant. My 
second method sto use a piece of white gaffer tape and 
jst write A,B, or Con it as Eset up the lights. This method 
‘works great when you are working with an assistant who 
also needs to know which lights are in which group at a 
lance. 


Figure 11.2 Some colored electrical tape makes it easy to see 
Which Speedlights are ia which groups. 


m Test the groups: You can use the Test Pire button on the 
Commander ash or SU-800 to trigger the remate flashes, 
When the remates fire, they do so in sequence; first the 
Commander unit ires (if i s a Speedlight), then group A, 
followed by group B and finally group ©. A test fire allows 
You todo rwo things: It shows you visually which lights are 
In which group, and it makes sure that the Speedlights are 
awake and ready to fire 
Using groups allowed me to build up the lighting for this 
photograph of Tim performing a snap kick: Using three groups 
Enabled me to contral the three differen lighting zones. The 
background (group C) was a Speedlight with a grid and red gel 
creating the red area behind Tim. Figure 11.3 shows the scene 
‘with just group C turned an. Group C was set to Manual flash mode 
‘ith the power at 1/16 to create a deep red. If this group had been 
Set to TTL, it would have tried to put out as much light as possible 
to make the whole scene a middle gray. I wanted to make sure the 


‘red light on the background remained constant no matter what the 


other flashes did. 


Figure 11.3 The group € Speedlight had a Rogue Grid (Expo 
Imaging) with a red gel and was placed behind Tim, facing the 


black paper background. 


The next step in building the light was to add the two sidelights 
that would help to define the outline of the subject. set the wo- 
‘1-200 Speedlights, one on either side af Tim, to group B and 
outfitted them with flags to keep the light fom spilling onto the 
background o foreground. Group B was set to TTI. with ~1 Flash 
Compensation. As you can seein adding the 
sidelighis did't diminish the red background, but now Ti is 
‘outlined with the hard, white light 


Figure 11.4 The two SB-800s are set to group B and add the 

sidelight to the image. Because group C is set to Manual, the 

addition of the sidelights doesnt change the amount of red la 
the background. 


The final light is an SB-910 with a Wescott Rapid Box 26° Octa on 
a boom placed off to the camera's eft and angled both to light up 
the foot that is kicking and to add some fil! light to Tim's face ( 
Figure 11.5 


Figure 11.5 With all three groups set up, it was Just a matter of 
timing to catch the kick at the highest point 


Radio Triggers 
The CLS uses line-of-sight triggering for remote flashes, but what 
dda you do when that line is blocked? Rather than compromise your 
lighting or set design, you could use a wireless radio trigger, such 
athe made by Poke ( ardcom ) and 
RadioPopper (ye om), to fire your off-camera 
flashes. You simply artach a transmitter unit to the camera and 
‘receiver units to each of the remote flashes. When you press the 
shutter release button on the camera, the transmitter sends a signal 
to the recelver units, and the flashes fire. 

The debate af which is better, radio triggers or CLS, seems to strike 
a nerve with many people. Far me, i depends on what the subject 
îs and, much more importantly, where the remote flashes need t0 


be placed. There are some real advantages and disadvantages to 
Wireless radio triggers, 


Advantages to Using Radio Triggers 
‘The biggest advantage to using radio triggers is that they use a 
wireless radio signal instead of«lineof sight wigger, which means 
‘hey can trigger remote flashes that are hidden from the camera. In 
addition, radio triggers can have a much longer range than the 
Dulin, CLS line-ofsight riggers and can be more consistent. For 
example, PocketWizard triggers have a range of up to 1,600 feet 
(nd thats with the entry-level unis), while the CLS system's range 
{sa lot less, especially outdoors The CLS is also dependent on the 
direction that the Commander unit faces and the ability forthe 
‘emote tose the light the Commander produces. The flash in 
Figure 11.6, for example, was placed ouside and triggered using 
a set of Pocket Wizard triggers. You can se the resulting image in 
Figure 11.7. The same thing might have been possible using AWI, 
but it would have involved using multiple TT cables and getting 
the Commander flash positioned in such a way that the remote 
could see it. Using the set of PockerWizard triggers was just easier, 


Figure 11.6 Placing the Speedlight outside the window created 
ight that looked ike natural sunlight. Triggering the 
Speedlight with a PocketWzard system allowed me t move 
‘round and not worry about maintaining a line of sight 
‘between a Commander and remore 


Figure 11.7 Using the light coming in from outside through the 
‘window created a soft light on Nicole, and 1 could move around 


Treely without worrying about losing the line of sight between 
the Commander and the remote 


Disadvantages to Using Radio Triggers 


Radio triggering systems do have a few disadvantages. Most 
obviously, you need to buy a transminter and at least one receiver 
(ou needa separate receiver far each remote Rash), so the cost of 
using radio triggers can climb quickly. For example, if you go with 
the lowest pried PockeWizard system, the PlusX, you will have to 
pay $200 for the nwo units to get started and then another $100 
Per unit as you add more remote ashes. This can add up Tast 
Another disadvantage to using a radio trigger is that many of the 
systems do not allow you to contral the power of the remote flash 
Trom the camera; every power adjustment needs to happen on the 


actual flash, or you need to adjust the settings on the camera to get 
the exposure you want based on the fass power. Having to adjust 
each lah can take a lot of time and disrupt the entire photo shoot. 
Imagine if you had a Speedlight mounted on the top of a tall light 
stand and each time you wanted to make a small adjustment to the 
power you needed to either lower the light or climb a ladder. That 
ould disrupt the entire flow af the shoot, and you might not end 
'up looking very professional. 

‘There is also the issue rhat not all the Speedlights are compatible 
with the PocketWizard syne cord. For example, the SB-500, 
8.600, and SB-700 have no way to attach a syne cord, so you 
need a special cord far each ash (the HSPM3) to use them with 
the PocketWizard system. The Pocket Wizard MiniTT1 and FiexTTS 
combination is meant to work with the Nikon CLS, but you sull 
need to purchase a receiver far each flash and transmitter for the 


Using Radio Triggers 


‘To use radio triggers, you need to put the transmitter on the 
camera using the camera's hot shoe ( Figure 11.8 ) and then 
anach the receiver to the Speedlight using a PC syne cable for the 
Speedlights that have a PC port (Figure 11.9) Only three 
Speedlights have PC ports: the SB-800, the SB-900, and the SB-010. 
Ifyou want to use a Pocket Wizard trigger with a Speedlight rhat 
doesn't have a PC port, you can use the HSFMS wigger cable. This 
{foot cord has a hot shoe on one end and a mono miniphone 
connector on the other. This allows you to put any fash into the 
har shoe and plug the miniphone connector into the Pocket Wizard 


Figure 11.8 When you press the shutter release burton, the 


Pocket Wizard transmitter in the camera's hot shoe sends a 
‘signal tothe receiver and triggers the lash. 


Figure 11.9 The PockerWizard receiver unit attaches to the 
flash using a PC syne cord, allowing the Nash to fire when it 
‘receives a signal from the transmitter. 


‘The transmitter and the receiver both need to be set to the same 
channel. When you press the shutter release burton, the transmitter 
sends a signal to the receiver firing the flash. When you use a radio 
trigger to fire the remote flashes, you no longer have the ability to 
use the High-Speed Sync and the shutter speed needs to be 1/250 
or slower, 

For this type of off-camera flash, you need to se the flash mode on 
‘the Speedlight to Manual and ser the power to the desired output 
level. This type af triggering doesnot have any way to adjust the 
output af the remote flashes, and because the transmitter is 
mounted in the camera's hot shoe, you an't mount a Mash onthe 
camera to add any illumination to the seene. If you want to adjust 
the output of any of the remotes, you have to physically adjust the 
power on the individual flashes. 


Radio TTL 
Some radio triggers work using TTL so that the output of the flash 
îs controlled by the radio transmitter on the camera. For example, 
PockerWizard's Flex TTS and Mini TT system leverages the Nikon 


(LS idea but uses radio signals instead of line-of-sight triggering. 
‘This system allows for TPL metering and flash output control but 
over a greater range and without the line-ofsight limitations. For 
the system to work, you need a Flex TTS foreach of the 
Speedlights you want to control and either a Flex TTS or the 
dedicated Mini TT as a transmitter. The downside to this system 
is the price: The Mini TT1 transmitter retails for approximately 
$200, and the Flex TTS retails for $220. That means you need to 
spend at least $440, plus $220 per additional off-camera fash- 


SU-4 Mode 


A third remate triggering alternative is using SU-4 mode, which is 
built ino some Speedlights and turns them into optical remotes 
that are wiggered by any flash. When you use SU-4 mode, the flash 
fires when it sees another flash fire. This is a basic optical slave 
mode and can be especially useful when combining line-of sight 
triggering with radio riggers. SU-4 mode predates the Creative 
Lighting System, but it i8 stil avallable in the S-70, SB-800, 
$8,900, and SB-910. 


Setting the SU-4 Mode 


‘The steps far setting your Speedlight to work in SU-4 mode depend 
on which model you are using. 


The 58:700 
To set the 58.700 to SU-4 mode, do the following: 
1. Turn on the flash. 
2. Press the MENU button. 


3. Use the Selector dial on the back of the flash to navigate to 
the REMOTE setting 


4, Press the OK button. 


5. Use the Selector dial to highlight and select SU-4 (Figure 
1110). 


Figure 11.10 Use the SU-4 menu oa the S8-700 to select that 
mode. 
5. Press the OK button 
Press the MENU button to exit the menu sytem. 


8, Press the button in the middle af the On/OfT/Remote/ 
Master switch and rotate the switch to Remote. 


You will know that the fash is ser the SU-4 mode because it will 
show SU-4 and REMOTE on the back of the flash (Figure 11.11 ). 


Figure 11.11 When set to SU-4 mode, the S8-700 LCD displays 
REMOTE SU, 


‘The SB. 


‘To set the SB-800 to SU-4 mode, follow these steps: 
1. Turn on the flash, 


Press and hold the SEL button for two seconds, and the 
menu system will open. 


Press the Right arrow. 
4. Press SEL button to select the mode menu. 
5. Press rhe — button until SU-4 is highlighted. 


6, Press the SEL button to select the mode ( , 


TO 


Figure 11.12 The SU-4 menu on the SB-800 Jets you specify 
that mode. 


Tap the power button to exit the menu. 
‘The back of the fash will say REMOTE ( Figure 11.13). 
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REMOTE 


Figure 11.13 When set to SU-4 mode, the 8-600 LCD displays 
REMOTE. 


‘The SB-900 and 8-910 
‘Ta set the $900 ar SB-910 to SU-4 mode, you need to da the 
following 

1. Turn on the flash. 

2, press the MENU button. 

3. Use the Selector dial on the back of the flash to navigate to 

the WIRELESS setting 
4. Press the OK button 


5. Use the Selector dial to select SU-4 (Figure 11.14) 


Figure 11.14 This 88-910 is set to SU-4 mode, as you can tell 


from the SU-4 menu. 


6, Press the OK button 
Press the MENU button to exit the menu system. 


8. Press the button in the middle ofthe On/Of!/Remote/ 
Master switch and rotate the switch to Remote. 

You will know that the fash is ser the SU-4 mode because it will 

show SU-4 and REMOTE on the back of the flash (Figure 11.15 ). 


Figure 11.15 When set to the SU-4 mode, the SR-910 LCD 
Shows SU-4 REMOTE across thë back 


You can also set the SB-000 and SB-910 to aet as a Commander in 
SU-4 mode if you want to trigger off-camera remates that are set to 
SU-4 mode. To do this, Just follow the previous dcetions, but 
instead of rotating the On/Off Remote/ Master switch to Remote, 
‘ur it all the way to Master. You will see that dhe LCD will show 
'SU-4 mode and the mode the flash is set to: for instance, the 
SB-910 in Figure 11.16 is set to Manual 


Figure 11.16 When set to SU-4 Commander mode, the 58-010 
LCD displays SU-4 and the mode across the top. 


Flash Modes Available in SU-4 Mode 
When a Speedlight is in SU-4 mode and set as a remote, you can 
use your choice or three flash modes. 

1 Auto I this mode, the Commander flash contrals the flash 
output. The remate starts ta fre when the Commander does 
and stops when the Commander does. This mode ean give 
ou inconsistent results, especially when working with 
different ashes. 1 prefer to work in Manual mode, whieh 


gives much more control over the flash output 
‘= Manual : In this mode, you set the power of the flash, and 
‘a Tong as the flash has enough time to recycle, the output 


‘Stays constant. The flash fires when it sees another fash 
fre. 


E Of : This temporarily turns off the flash without having to 
Power it all the way aff Is useful when setting up the shot 
So that you can see what effect the individual Speedlight is 
having on the overall lighting. (Off mode is not available on 
the SB-800.) 
On the 58-700, you set the mode by sliding the Mode switch on the 
back-left side ofthe flash. The TTL setting puts the lah in Auo 
mode, the Manual setting puns the flash in Manual mode, and the 
GN setting runs the flash output off. Figure 11.17 shows the back 
ofthe SB-700 and highlights the switch in relationship to the 
modes in relationship- 


Figure 11.17 When set to thë SU-4 mode, the 8-700 shows the 
‘mode on the left side of its LCD. 
On the 88-800, you just press the MODE button to change between 
Manual and Auto mode. You can tell which mode the $B 800 isn. 
by the small A or M next to the Wireless icon on the LCD, as shown 
in Figure 11.18 


Figure 11.18 When the 58-800 is set to SU-4 mode, its LCD 
splays SU-4 and a small M along with the output sting. 


(On the S8-900 and $8-910, you change the mode by pressing the 
MODE button, which cycles through the three choices. You ean 
also change the zoom of the flash head and the light pattern om the 
fash. When the S8-900 and SB-910 are in SU-4 mode and st to 


Master, then you can use them to trigger off-camera flashes set to 
‘Ut mode. There are three modes the Speedlight can use as a 
Commander: Manual, Auro-Aperture, and GN. 


Using SU-4 Mode 


When you use SU-4 mode to trigger remote flashes, you do not 
Bave control of the remotes from the Commander unit. If you want 
to change their lash mode or power settings, you need to 


physically change them on the actual flash. You also need to make 
Sure that none of the flashes fies a pre-ash because the pre-ash 
‘an trigger the remote flasher. This is extremely important and ane 
‘ofthe main reasons for misfies when using SU-4 mode, The 
‘emote flash fires when it sees any flash of Tight; a pee‘ash will set 
it off, and the fash will fire 100 early. 

‘The easy fix for this is to make sure that the flash on the camera, 
the one that is iggering the SU-4 remote, is set to Manual mode, 
which does not fire any pre-flash at all. But the SU-4 remote 
doesn't have to be triggered from the flash on the camera; it can be 
triggered by any flash that it sees, soi is also extremely important 
hat none of the other flashes that are in range of and can be seen 
by the sensor fires a pre-flash of any type. 

A second issue can prevent the remote flash from firing, especially 
‘when using it outdoors in sunlight. When the sensor on the remote 
Tash isin direct sun, it might not see the flash from the 
Commander unit. The fix for this is easy; you just need to make a 
sunshade for the sensor window so tha! the sensar on the side of 
the Nash is no longer in direct sunlight. A small piece of gaffer tape 
‘works great, as you can see in Figure 11.19. 


Figure 11.19 A small piece of tape shades the sensor so you use 
the flash in SU-4 mode outdoors in bright light 


“The actual setup of the flashes is the same as if you are using SU-4 
mode ar AWL. You need to make sure that the sensors on the 
‘emote flashes can see the Commander flash. For me, the reat 
power of SU-4 mode is when you combine it with radio triggers. 


Mixing Radio and Line of Sight 
SU-4 mode allows you to mix flashes fired by radio triggers with 
those triggered by line of sigħt. Not only does this allow you to 
trigger Speedlights at a much greater distance and out of sight of 
the camera, but it also allows you to mix studio strobes and 
Speedlights 

When mixing radio-triggered flashes and line-of-sight flashes, use a 
radio transmitter on the camera to trigger the main lights and 
ensure the SU-4 Speedlights can se those main flashes fire so they 
fare triggered by thelr fash of light. For this to work, the flashes 


need to be in SU-4 mode and the sensar on the side ofthe flash 
needs to face the light that is triggered by the radio trigger. 


The easiest way to demonstrate how this all works together is to 
walk through an example using the PocketWizard system and some 
Speedlights set to SU-4 made. Although I could just as easily have 
used studio strobes as the main lighis, 1 set up two SB-910 
Speedlights, each equipped with a PocketWizard PlusX receiver. A 
PockerWizard Plus Digital Transmitter on my Nikon D750 acts as 
‘he wigger, and al the Pocket Wizard units are set to channel 1 ( 
Figure 11.20 ). Both the SB-010 Speedlights are mounted inthe 
Westcott Rapid Box Strips, and because lam not using AWI. line- 
ofsight triggering, 1 do not have to worry whether the sensors are 
facing the camera 


Figure 11.20 The PockerWizard units are all set to channel 1 

with the PlusX attached to the $8-910s and the Plus on the hot 

‘shoe of the camera, AlI the PorkerWizard units must be set to 

The same channel for them to work, and because the Plus has 

oniy faur channels, the choices are limited to thase four when 
'using this model. 


Both the SB-910s are set to Manual flash mode with a 1/4 power 
Setting and are ser up to either side of the subject. These are the 
main lights that will Uhuminate the subject Trom either side. 


‘There are going to be two SB-800s adding some hard light right on 
the fet from the frant right and the rear right, and both are ser in 
SU-4 mode so they wil be triggered when the SB-910s fire. The 
'SB-8005 both have snoots on them to tightly control the spill of 
light and both the SB-800s are set to Manual at 1/8 power. The 
lighting diagram for this is shown in Figure 11.21 and the final 
images in Figure 11.22 and 11.23. 


E waen 


i—i unn 


Figure 11.21 This lighting diagram shows the placement of all 
lighis in the scene. 


Figure 11.22 The final shot was taken with a 300mm f/ lens, 
Which creates a tight crop. The low angle of the SE-800 
‘Speedlights helps to create tie grent reflection off the foor and 
Keep the focus right on the baller slipper 


Figure 11.23 Keeping the same camera and flash settings, I had 

Jennifer sit, and 1 lowered the pwo strip lighis on ether side for 

this image. Notice that the focus and bright lights are still right 
‘on the ballet slipper, 


By combining the radio triggers with the SU-4 line-of sight mode, 1 
was able ro use four Speedlights to ereate the necessary lighting 
without having to have a radio trigger for each flash. On the 
downside, 1 was limited to a maximum shutter speed of 1/250 
Second, which might have given me problems if was shooting 
during the daylight hours as I needed 1o reduce the ambient light 
as much as possible 


Final Thoughts 


(Off <amera Nikon Speedlights might not replace big studio strobes 
for every Job, but they sure are versatile and at a much lower cost. 
You can trigger the Speedlights using wireless radio triggers, like 
you would studio strobes, or by tuning on the optical slave SU-4 
‘mode you can use the Speedlights along with the studio strobes. An 
‘often-overlooked function of the SB-700, SB-800, SB-900, and 
58.910, SU-4 mode makes the Speedlights even more useful 
Between Advanced Wireless Lighting and $U-4 mode, I have not 
come up with a lighting plan that I couldn't execute using 
Speedlights 


IV: Lighting Techniques for 
People and Products 


This section looks at lighting techniques for three of the most 
‘common types of images: portralts, action shot, and products, In 


Chapter 12 youl learn some basie lighting patterns, Bow and 
when to use more than one light, and how to tackle environmental 
portraits. Chapter 12 also covers the gear that Iuse for portrait 


Photography and how 1 paek it all up for location wark. Chapter 13 
introduces how to use Speedlights to photograph action photos and 
how to use high-speed syne and rear-curtain syne. Finally, Chapter 
14 provides tips on creating a work area and the settings to use far 
produet photography 
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12, Portrait Lighting 


A portrait can be a painting. photograph, or drawing of a person, 
usually showing the face or the head and shoulders. This chapter 
deals with lighting for photographing portraits of people. Some of 
the lighting approaches predate photography and are taken from 
portraits painted by the Old Masters. Rembrand lighting is still 
Popular today. for example, because it creates a portrait where the 
Subject looks naturally lit No matter what your needs, youl find 
Something in this chapter to help: classi lighting strategies, hard 
Versus sort light comparisons, advice for using one and multiple 
lighis, and, finally, approaches for taking environmental portals 
where the location needs to be lit as well as the person. 


Shadows and Light 
T bet you don't like your drivers license photo; no one I've met 
ever does. There is good reason for this universal dislike: The light 
blasts our from the flash right at the camera level and bits the 
subject straight on, creating a Matlooking photo with no shadows 
Z totally unflattering. Shadows create the depth in your images, 
and you need depth to give your subject a natura look 

You can control the shadows by controlling the light. The position 
ofthe light determines where the shadows will fall, what will be 
‘rightly lit, and what will be obscured. As you can see in Figure 


12.1, the shadows give the person shape and depth. 


Figure 12.1 Using one off-camera flash placed to the camera's 
Taft created the shadows across the subject. 


We are used to seeing shadows fall at a downward angle because 
the main light in our lives, the sun, îs above us, When you set up 
light for a portrait, positioning the light above the subject and 
angling it slightly down makes the portrait look more natural. In 
Figure 12.2 the light creates a downward-pointing shadow on the 
face, giving our brains enough information to determine that the 
light illuminating the subject was up high above and streaming 
downward. Even without us consciously being aware of the Iighr's 
direction, the image looks natural. 


Figure 12.2 The hat crested lines of shadows across the face 
showing us where the light was coming from. The flash was 
placed up high and pointed down to mimic the angle of the sun 


As portrait photographers we get to decide where the ight is 
placed and where the shadows fall. The idea is that we can use this 
fo render the subjects in a flattering way and contol where the eye 
travel in the image. 


Tight Terms for Portraits 
* Main or key light : This is the main source of 
illumination in your portraits, The main light is 
usually the brightest light that is on the subject, 
but not always. This light is responsible for 
providing the main shape to the portrait by 
Producing the main shadow area. 


+ Pll Light: This ight is used to fl in the shadow 
areas created by the main light. The fil light 
must not add any shadows of its own and is 
Usually Tess powerful than the main light. One 
method is to use a reflector to bounce some of 
‘the main light and add some il light tthe 
shadow side ofthe portrait. 

+ Background light : This light is used to 
iluminate the Background separately from the 
subject. It can help to create separation between 
the subject and the background and can be 

brighter than the main light. 

Accent light : The accent light is an additional 

light to the main and fil ight. Itis used to add 

Just Title more light in an important part of 

the image. Examples of an accent light could be 

‘shalt light (asd to add a touch of light the 

hair and head of the model) or a kicker (also 

called a rim light, which adds Just a touch of 

Tight to the edge of the subject). These accent 

lighis can help separate the subject from the 

background especially when background is dark 


Basic Lighting Patterns 


When lighting people for portraits, some basic lighting patterns 
will give you a good starting point. Al! af these pattems need to be 
adjusted for your individual subjects, however, as no two faces are 
‘exactly the same. In Chapter 1 , I talked about the basic directions 
thar light travels, Now we'l use that information to fine-tune the 
placement of the lights to create pleasing light pattems. 


Rembrandt Lighting 


‘The classic lighting pattern for portralıs is Rembrandt lighting, 
named for the seventeen-century Dutch painter. To mimic 
Rembrandt's signature use of light and shadows, place your main 
light high and to one side of the subject at about a 45-degree angle 
and position the subject facing forward toward the camera. It 
doesn't really matter which side the light is on: You can use a 
‘reflector on the other side to open up the shadows a little. The 
important feature in Rembrandt lighting is the triangle-shaped area 
af iigh underneath the eye. One side of the face (the one facing 


‘he main tight) swell, while the other side is in deeper shadows 
‘with the triangle under the eye on the darker side created by the 
shadow of the nase on the cheek. The classe lok is for the 
‘wang under the eye to be no longer than the nose and no wider 
than the eye. For example, notice, the triangle shape under the eye 
fon the shadow side of the face in Figure 12-3. took this portrait 
‘with one Speedlight aff to the side in a softbox, which created a 
softer light and shadows with a more gradual transition (Figure 
124), 


Figure 12.3 Rembrandt lighting produces a characteristic 
triangle shape under the eye on the shadow side ofthe face. 
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Figure 12.4 You can see the setup of the softbox aver to the 
side and placed at approximately 45 degrees from the subject. 


Loop Lighting 


Loop lighting produces a small shadow of rhe subject's nose on the 
shadow side of the face. The light needs to be placed at about 30 
‘degrees off to the side of the camera and higher than the subjects 
eye height so that the shadow Talls to the side and down. Adjusting 
he angle of the light changes the way the shadow falls, and for 
this patter the light needs more of a downward angle rather than 
falling across the face as in Rembrandt lighting. Although you can 
use a second light or a reflector to open up the shadows, be sure 
that the ligh is just a lirle il light and does not create a second 
set of shadows on the face. As you can see in Figure 12.5, the 
Small shadow created by the light striking the nose doesn't travel 
'under the eye but instead is close to the nose. With a loop-lighting 
scheme, the placement of the light also creates a more open photo 
‘vith less of the shadow side of her face in darkness, This portrait 
‘was taken with a single Speedlight placed in a small softbox off to 
the side ( Figure 12.6). 


‘NIKON 1750 180 200 1/250 SEC 1/58 
Figure 12.5 Adjusting the light depending an the facial features 
is important. Here the small nose ereates a small shadow 
because af the angle of the light 


Figure 12.6 The SB-910 is placed in a softbox of to the side, 
‘ut the angle is less than forthe Rembrandt lighting in the 
‘previous example. Moving the light closer to the camera 
‘changes the angle of the shadow on the subject's cheek. 


Butterfly Lighting 


‘Named for the buterfly-shaped shadow under the nose, the 
burr ighing pater i crested when the light is above and in 
line with the camera. This type of lighting creates a brighter area 
‘on the forehead, upper cheeks, and bridge of the nose. You also 
‘can place a reflector in front of and under the subject's face to. 
bounce some af the light into rhe eyes and to open up the shadows 
lite bit For Figure 12.7 , used a single SB-910 in a softbox 
placing it in front of and above the subject with the light at a 
downward angle The subject held a silver reflector facing up to 
help open the shadows (Figure 12.8 ). 


Figure 12.7 For the butterfly lighting in this portrait, 1 used 
‘one Speedlight in front and above the subject. A silver reflector 


‘bounced the light up into the face, which helped open up the 
Shadows under the ehin. 
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Figure 12.8 Positioned in line with the subject and camera, the 
‘58-910 in the sotbox is up high but aimed downward. The 
silver reflector is placed to bounce the light up and into the 

Underside ofthe face, opening up the shadows but not 
‘overpowering the main light 


Sometimes referred to as Paramount lighting butterfly lighting is 
common in fashion and glamour because it tends to work well far 
‘Woman with high cheekbones and thinner faces. This lighting is 
more feminine than masculine and more suited to woman than 
men, however. It tends to make the eye sockets on men look 100 
deep. 


Split Lighting 

n a spli lighting pattern, the main light is placed off to the side of 
the subject at about 90 degrees and positioned at Tace height or 
slightly above. The subjeet looks straight on at the camera. This 
arrangement lights up half the face and leaves the other half in 
‘Shadows. Split lighting can help to narrow a face. You can adjust 
{his lighting to create a dramatic portrait with half the face in deep 
shadows ar, by using a il light to brighten up the shadow side, to 
‘be more subile. Even if you use a il light, however, you still want 
a distinet split in the lighting with the transition beng right down 
the middle of the face. In Figure 12.9 you can see the use of a 
single Speedlight at a right angle to the subject lights up one side 
of the face and leaves the other side in deep shadow. Figure 12.10 


‘strates the setup I used, 


‘NIKON D750 150 200 1/250 SEC. 1/58 
Figure 12.9 photographed Sam with a single Speedlight off to 
his right, lighting up the right side of his face while leaving the 
Tet side in deep shadows. 


— Ss 
7-0 


oat + 
nonoo ———— h 


Figure 12.10 One SB-910 placed in a sofibox at a 90-degree 
‘angle to the subject creates the split lighting pattem. 


Broad and Short Lighting 


‘mall the previous lighting patterns, the subject is looking directly 
at the camera, but this is not always optimal because it can make 
the subject look bigger and can feel like a passport photo or 
driver's Tiense. The solution isto have the subject turn his or her 
head about three-quarters toward the camers, which positions one 
side of the person's face closer the camera. If the larger side of the 
face is in the bright light and the shorter side of the face in 
shadows, that's called broad lighting. When the shorter side of the 
face is brightly lit, then the pattern îs called short tihng 

In Figure 12.11 you can see that the short side of the face is well 
Ät and the broad side of the face is in heavy shadows created by 
the combination of the light placement and the tur of the head. 
Figure 12.12 shows the lighting diagram for the setup used for the 
short side lighting. 


Figure 12.11 For this portrait, the shor side of the face, that is, 
the side tumed away from the camera, i brightly Îi. 
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Figure 12.12 This lighting diagram shows the setup for the 
shor side lighting used in Figure 1211 


In Figure 12.13 the broad side of the face is lit while the short side 
is in shadows. To open up those shadows, I placed a silver reflector 
on the short side to bounce some of the light back, as shown in the 
lighting diagram for this photo (Figure 12.14) 


Figure 12.13 The light was placed so that rhe long side of the 

face was lit and the short side had more shadows. The shadows 

are not very deep in this photo because a reflector was used to 
‘add some light to the short side of the face. 
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Figure 12.14 This is the lighting diagram forthe setup used in 
Figure 12.13 


‘The placement af the light depends on which way the subject is 
facing and which side of the face you want Iit versus whieh side 
you want in shadows. Short lighting can help to slim a fuller face, 
‘while broad lighting can help if the subject has a thin face. This 
type of lighting can also be used to hide any facial issues that the 
subject might Rave. A sear or case af acne can be minimized by 
placing hiding it on the shadow side. 


Soft Light vs. Hard Light 


Hard light and soft light are terms you hear photographers throw 
around ali the time. Now it is time to actually start puting each to 
‘tse when photographing people. As you remember from Chapter 1 
hard ight has a hard edge between the ight and the shadow, 
‘while a soft light has a smoother transition. For hard light, you use 
a small light source relative to the subject; for soft light, you use a 
large light source relative ro the subject 


‘The same light souree can be hard or soft depending on its distance 
from the subject and the type of diffusion you use. If you place an 
SB-910 Speedlight 5 feet away from your subject, for example, and 
200m the head to 200mm, the light will be small and hard. Add the 
difusion dome over the head of the flash, change the zoom to 
24mm, and the light is a litle safter. Plus, because the light 
bounces around the roam, the overall effect is a much safter light. 


‘As you can see in Figures 12.15 and 12.16 , the same light at the 
same distance can be quite diferent even with just a small change 
in the diffusion. The room where the photographs were taken had 
‘white ceilings, and as the light lf the flash, the diffusion dome 

used in Figure 12.16 bounced the light around to greatly soften i. 
Figure 12.17 illustrates the lighting setup. 


Figure 12.15 For this image, I placed the SB-910 to the 
camera's left and zoomed the flash head to 200mm, creating a 
small, hard light. You ean see that the light didn't wrap around 
the facial features but Instead ereated a lot of hard shadows 
You can also tell by the angle of the shadows that the light was 
placed at head height because the shadows move across the 


Tace fram side to sid, 


Figure 12.16 Without moving the position ofthe fash or the 
model, 1 created a sorter light by adding the diffusion dame and 
‘changing the zoom position of the flash head from 200mm to 
‘24mm. The light bounced around rhe room and created a much 
softer portrait light as you can see by more open shadows 
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Figure 12.17 This is the lighting diagram showing the 
placement of the light used in Figures 1215 and 12.16 


In practical terms, if you want a hard light, just move the light 
further away from the subjeet and don't put any diffusion material 
in its path. Want a softer light? Move the light in close and add 
difusion. The diffusion can be a sofbox, an umbrella, ara 
diffusion panel 

When it comes to using hard or soft light, you need to decide how 
You want the subject to be shown. Neither is inherently better or 
‘worse than the other, but people tend to like soft more because it 
is more flattering, especially to faces. 

For Figure 12.18 , I placed a large softbox very lose 1o the subject 
to create a soft and pleasing light across her face. The only place 
You can even se a shadow is where her hair falls across her cheek. 


NIKON DAX 1S0 100 1/250SECF/45 
Figure 12.18 For this photo of Mia, 1 used a large softbox as 
‘lose as could to her to get the softest possible ight 


For the portrait of Ted in Figure 12.19 , I used a single SB-910 
Speedlight with a snoot to control the spill of light and placed it 
quite far away from him to create a much harder light. The light 
created the mood and tane of the image. 


Figure 12.19 Ted has a look that worked well with a hard 
Tighe Here he is lit with a single, off-camera SB-910 and 
shooted to contral the spil of the light 


Figure 12.20 illustrates a combination of both hard light and soft 
light. The harder light high up and off to the right of the camera 
creates a hard shadow on the model, which is especially noticeable 
under and tothe side of her nose, The large reflector placed as 
‘lose as possible and just out of the frame creates the much sofier 
FI light. There is also a light on the background that ìs ereating 
the pure white backdrop, but because the subject is actually quite 
‘close to the background, alo of that light is bouncing back and 
causing the bright areas between her arms and Body. 


Figure 12.20 Using a single light and a reflector for the front of 


this image created an overall soft light, but you can see some 
harder shadows under and to the side of her nose. 


A hard light was used to create the hard shadows on both the face 
And the clothing of the subject. The original pose was for the 
Subject to be looking straight at the camera, but something 
distracting happened over to the side and the resulting image 
ended up being ane af the favorites from the shoot (Figure 12.21 
> 


Figure 12.21 For this photo of Sam, 1 used a single SB-800 of 
‘camera and you can see the hard shadow under his jaw and on 
the shirt, 


Using One Light and Two Lights 


Every lighting plan has to start somewhere, and for me, itis with 
the main light. What will be the main source of light in the photo, 1 
ask myself, and what will ft show? Using one light to take portraits 
‘an render great results and is perfect for those working alone and 
on a budget because you don't need a lot of gear and can focus on 
the subject 

Later chapters cover photographing portraits with one light ether 
attached to the camera (Chapter 15 ) or triggered by the AWL 
functions of the CLS (Chapter 16 ). In this chapter, oul learn the 
basie ideas that youl put into use in both those later chapters. 


My general approach when using a single Speedlight is to want 
thar light to be the largest, softest light posible because that 
makes Just about everyone look good. With just one light, you can 
‘tse an umbrella or softbox as close to the subject as possible, or 
You can bounce the light off a wall, ceiling, or reflector. For Figure 
12.22 , 1 used a single Speedlight on the camera aimed right at the 
‘white ceiling, which created a soft light on the subject. A solid 
black background was used against a far wall, far enough away 
that the light did reach it, 


Figure 12.22 A single 8-010 with a diffusion dome over the 
flash head mounted on the Nikon D750 and aimed straight up 
at the ceiling creates a soft bounce light down on the subject. 


Moving the flash off the camera opens up more possibilities, 
allowing for more precise placement of the ight. Using an off- 
camera flash also makes adding a second light source much easier, 
‘either another flash or a efector bouncing additional ight into 
The seene. You can use this second light source as an accent light to 
help define the subject. In Figure 12.23 , I added a refletor below 
the subjects face to act as a second light source and bounce the 
Tight up to open the shadows especially under the chin. In Figure 
12.24 , a second Speedlight adds an accent light on the hair, giving 
the top of the hair some more depth and separation from the 
background. 


Figure 12.23 A reflector placed under the face allows Some 
light tø bounce up and add some light under the chin to open 
up the shadows 


Figure 12.24 Hore a second Speedlight add just a touch of 
Tight on the subject's hair 


Using Three or More Lights 


Adding a third light to your portrait setup allows you to add more 
Separation between the subject and background. This light could 
‘be some natural light coming in through a window or door, or it 
coulda Speedlight or two. Adding a Speedlight behind the subject 
aimed at the background allows you to control the light on the 
‘background and the color af the background. On a solid Back 
background, a Speedlight with a red gel adds a touch of color. In 
Figure 12.25 , the red zel changes the backgrounds color and 
adds some illumination to the whole scene. 


Figure 12.25 The main light isin a softbox, a reflector opens 
up the shadows, and a second flash acts as an accent light on 
the hair: A red gel over a third Speedlight now colors the 
‘background taking it fram Black to a dark red. 

Figure 12.26 shows the lighting diagram used for Figure 12.25 
and the placement af the three Speedlights and the reflector. As 
You can see, it started out as a butterfly lighting pattem, and then 1 
added the wo additional Speedlights. 
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Figure 12.26 The lighting diagram far the portrait in Figure 
12.25 shows the three Speedlights and reflector. 


Environmental Portraits 


An environmental portrait or location portrait usually shows the 
Subjet in his or her natural environment or somewhere other than 
in front of a standard, plain studio backdrop. Using Speedlights for 
this type af portrait really makes a lot of sense: The lights are small 
and easy to ser up, you can carry a lot of them in a single bag, the 
AWL capabilities allow you to adjust the light quickly (so you don't 
‘waste the subject's time), and the wide range a light modifiers 
available gives you a lot of options 

‘The challenge ofan environmental portrait is that you have to not 
oniy make the subject loole good but have to make the background 
and surroundings look good. More importantly, you need to light 
‘the environment so that you can add a sense of place and time t0 
the portrait. You get ro use the lighting to deride which elements 
you will draw attention to and which you will allow to fade into 
the background. It is up to you as the photogeapher to decide 
which parts of the image the viewer looks at based an which 
‘ements help to tell the story and whieh elements don't. You want 
to be able to light the parts that matter and avoid the parts that 
don't. 

You get to tell a real story with these types of images as compared 
to a straight studio portrait, but it takes a lot more planning and 
forethought than Just putting a person against a plain backdrop 
You need to think ahead and plan out the shoot before picking up 
the camera or even senting up a light. 


Before the Shoot 
Environmental portraits take planning to make the best use af your 
time. There are some things you ean do befare the shoot that will 
save you time, keep you organized, and allow you to make the best 
‘ofthe limited time with the subject. Oceasionaly, you get an 
unlimited amount of time, bur in my experience those shoots are 
Tare. Offen you get less time than you want 


Know Your Subject 
‘The more you know abaut your subject, the easier it will be to tell 
the person's story. A lite research can really help, especially if the 
subject of the portrait does a Job or has a pastime that you don't 
know intimately. One af the best ways to get to know yaur subject 
is to talk to the person before the shoot. ll the information you 
gather will help you come up with the best spot to take the 


portrait. 
1 wanted to photograph my friend Alex in his office since the fist 
time I savrie Alex is a color artist in the come book industry and 
has worked on some of the most famous characters, including 
Batman, the Flash, and the Green Lantern. Before 1 set up for the 
shoot, I already knew thar I needed to include some of his office's 
Batman items in the phot. While talking to Alex, 1 also found out 
‘that the Captain America statue in his office has some personal 
significance, so it needed to be part of the shot, as well. I gathered 
ali this information before 1 started sering up the lights. You can 
see from Figu that Alex had quite a Iot of Batman items to 
piek ftom. This shot also shows the two Speedlights with Rogue 
Grids on them that Lused to control the lights striking the Captain 
America and Batman statues, 


Figure 12.27 Both the Captain America and Batman statues 
needed their own light sources to separate them from the rest of 


the office. 


Toll the Right Story 


‘To help tell the story in your environmental portrait, you ned to 
decide which parts of the scene get illuminated and which parts 
‘ned to fade into the background. The viewer's eye will be drawn 
to the brightest, sharpest area of the image, so you can control 
where the viewer loos just by either lighting something up or 
keeping it in shadows. 


A couple of extra Speedlights ean come in handy fr storytelling 
because you can strategically place them to selectively add some 
light or highlights just where you want them. If you have only one 
Bight, you need to make sure thar It is on the maln subjeet but, 
don't assume “the subject” means “the person.” For the purposes of 
Your story, the subject might be the location itself or something 
that the persan is working on. 


Be Prepared 
Many times shooting an environmental portrait takes place during 
‘work hours in a working environment, making it important to get 
in and set up as quickly as possible so as to nat waste precious, 
time. Here are a few things that I do before the shoot to eut down 
on the setup time: 


1 Set up flashes early: Before T even get to the location, 1 


decide which of my flashes are going to be remotes and 
what Lam going to use as the Commander, Next, Iset them 
allo the same channel and assign each of the remote 
fashes to the different groups I think 1 am going to use. I 
then use smali pieces of white gaffer tape t0 note each 
Nash's group, not only marking the flash units but also the 
flash cases so rhat 1 know which flash 1 want to use where 
When I open the cases on location (Figure 12.28) 


Figure 12.28 Fach Speedlight and each Speedlight bag i 
labeled with the leter of the group in which I plan on using 


‘hat light. Ofcourse, this can all change on location, but it 
helps to keep me organized while on a shoot 


tu Charge and install batteries: 1 use rechargeable batteries 
that need to be charged up prior to use, so 1 make sure that 
the batteries are fully charged and in each unit T plan to 
use. This saves time when 1 ger to the location because I 
Know each fash is ready to go. Each step that I can save on 
location gives me a linie more time to take photographs 

E Pack smart : It really helps to have a system when you 
pack for a shoot I use two Pelican cases Tor the actual 
‘Speedlights and the small modifiers. When I get to the 
location, 1 open the Speedlight case, and everything is 
exactly where it is supposed to be. This makes setting up 
asy, and iF need anything, [know where it is 
immediately. 


Have a Plan, but Be Flexible 
Before any shoot, especially one that will take place on location, 1 
create a plan that deseribes the following: 

m What I want to photograph 

1m Where 1 will place the lights 

1 Gear 1 will need 
This plan may be very detailed with the exact locations af the light 
stands, which flashes will be used where, which group each flash 
‘willbe in, and what ight modifiers will be used. Or, the plan may 
be more af an outline or an idea with a general concept of what T 
am trying to capture. The difference depends on how much 
information I gather before the shoot and, specifically, if I know 
the location. For example, the offices in Figure 12.20 were under 
construction, so I had a big open area that allowed me plenty of 
Space to set up a background and lighis. 


Figure 12.29 A construction site made a great place to take a 
few on-location headshots. There was plenty of space to work 
nd no reflective surfaces. 


Despite ali the preparatory work that 1 do, still know that my 
plan can all go out the window the minute the shoot starts. There 
faye so many different things that can go wrong or need to be 
changed ar the last minute. The best thing you can do tbe 
prepared to change your plans on the fy 

Sometimes I have no ides what a shoo’s location is going to be 
like at all. One ofthe every fst shoots I ever did using S8-800s in 
the field was for musician John Ginty. The shoot was to take place 
Þerween the sound check aad actual show at the San Diego House 
of Blues in one ofthe dressing roms. 1 had no idea what the room 
Tooked like or how long we would have to shoot. Luckily, the 
dressing room had great couch, so I had John sit and tun slightly 
to me; then I placed a single SB-800 across from him on the 
counter using the built-in flash stand and triggered it with a second 
SB-800 on the camera acting as the Commander. Looking back at 
the photo now (Figure 12.30 ) more than 10 years later, I wish T 
had placed a flag between the light and the wall. This would have 
stopped the reflection from the flash Trom bouncing off the mural, 
Dut it was the fist rime I was using Speedlights on location for this 
type of lighting. 


Figure 12.30 Musician John Ginty photographed in the 
dressing room of the House of Blues while 1 used a single ff 
‘camera $8-800 Speedlight for this portrait 


Taking the Portrait 


Environmental portraits can be a lat of fun to take but far more 
frustrating than the basie studio portrait at the same time. The 
location could have numerous surfaces bouncing the light all over 
the place or a brightly colored wall that affects the colar of the 
Tight as it bounces back ar the subject. You may find you don't 
have as much space as you need t0 set up the Big umbrella or 
softbox as planned, and time always seems in short supply 
As an environmental photographer, it is your job to resolve the 
location's challenges and come away with the portrat you 
envisioned. No one plan will work every time, but a consistent 
approach to each shoot will help you wark it until you get the 
‘esuls you Car the client) are happy with. Here are the steps T 
consistently follow 
1. Consider the ambient light : The most important light at 
the location is the light that is already there. The ambient 
light will drive everything else you do. If you are shooting 
in an office building with a wall of west-facing windows, 
then the afternoon sun is going to be a factor. I there is a 
ton of light teaming in, consider just adding a reflector to 
the opposite side and maybe a couple of Speedlights t0 add 
Some spors of illumination to key items in the office. If you 


are shooting inside an empty sports arena with all the lights 
‘ff, then that lack of illumination going to be the main. 
factor, In this case, you have to provide all the lighting and 
build the scene fom scratch. In Both scenarios, however, 
the ambient lighting is what dietates your next moves. 


‘Control the ambient light : Sometimes controlling the 
ambient light in the scene is as simple as Just turning off the 
overhead lighis or drawing the shades. You ean use your 
camera to control the ambient light by adjusting the shutter 
Speed. Remember, you can control the amount of ambient 
light that the sensor records, but no setting on the camera 
can change the direetion or the quality of the light. For that 
to happen, you need to either add your own light ar use a 
‘diffuser, reflector, or other ight-shaping tol. You cannot 
‘make hard light Into soft light just by changing the shutter 
speed. What you ean do is reduce the effect the ambient has 
fn the exposure and then add the lights where you want 
them to go. How much of the ambient light sured is upto 
Use the main light for the main subject: You ean go 
bout building the light in your scene in lots of different 
‘ways, but my preference is to start with the light that Is 
going to illuminate the main subject. This main, or key, 
Tight is what the other lighis build around. For the 
photograph of Alex at his desk, the main light i the light 
that is illuminating his face. This was an SB-800 that 1 
placed so the light bouneed off rhe computer sereen, which 
made it look more natural because we all know that 
computer screens emit light In Figure 12.31 you can see 
the placement of the Speedlight just below and behind the 
monitor. used a Justin elamp to fine-tune the position of 
the light and made sure that the sensor on the flash is 
facing where it could see the Commander. This light was set 
group A 


Figure 12.31 The main light used to illuminate Alex is an 
58-800 mounted so thatthe light is Bounced off the computer 
monitor. 1 added a small reflector to the sereen to help the light 
ounce back. The refletor is ust a piece of white paper taped 
ta the sereen with gaffer tape. 


4. Bulld the scene : After setting the main light, 1 build up 
the lighting working backward from the most important 
lighis to the last importan lighis, This usually means the 
accent lights and then the background lighis. To stay 
Consistent and help control the different zones of lighting, 
make the accent lights group B and the background lights 
group C. As you add each light, take a photo to make sure 
{hat the newly added light does not change the overall light 
inthe scene. Keep in mind thar ifall the groups are using 
Tr, adding lighis can affect the way the scene looks to the 
camera, and the output of the other groups can be affected, 
aa well. This is why adding a single ight at a time as you 
Duil up the scene is a good idea 

For the final photo of Alex sitting and working at his desk, I used 

five Speedlights to keep the focus on Alex but at the same time 

highlight the cool parts af his office ( Figure 12.32). The lighting 
in Figure 12.83 consists of the following 


m One SB-800 mounted on a Justin clamp and aimed at the 


computer monitor to light up his face 


‘w Two SH-910e with snoots mounted on light stands and 
med at the Captain America and Batman figures on the 
dese 

‘= One $8-R200 hidden behind the Batman figure to 
illuminate the logo on the back ofthe monitor 

1E One 58-2200 on a shelf behind Alex's head fied at the 
camera to give some separation between Alex and the 
background 
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Figure 12.32 The five Speedlights in this lighting diagram for 
the Alex Sinclair environmental portrait are all controlled by 
the SU-800 on the camera. 


Figure 12.33 The final image of comic book color artist Alex 
‘Sinclair in his home office, or, as ike to call it, his Bat Cave. 


All these Speedlights were controlled by the SU-800 on my Nikon 
so, 


Headshots 


Sometimes on-location portraits don't involve much 
environment at all. For instance, businesses 
requently hire me to take a series of headshots 
‘ght on location at their offices, Many times the 
company wants all the headshots to look the same, 
So it Just makes sense to do them all at the same 
time with the same lighting setup. Speedlights, 
some light modifiers, and a background can make 
these jobs a snap. 


The goal is to keep it simple with as large a light 
source as posible to create as soft a light as 
Possibile; this arrangement works best for most 
people. The setup usually consists of a flash in a 
Sortbox placed at about 45 degrees to one side af 
‘the subject and then a second flash in an umbrella 
placed at 45 degrees to the other side of the subject 
Acting as a very soft FIL I then control the power of 
these two remote Speedlights from the Commander 
on the camera. The light in the softbox is group A, 
the light in the umbrella is group B, and 1 set group 
Bat a lower output than group A. I I need to light 
‘the background separately, then I set it to group C, 
allowing me to contol the three lighis 
independently. Figures 12.34 through 12.36 show 
some examples, 


Figure 12.34 For this headshot taken at the home 
fis, one light, placed up and to the left af the camera, 
‘created a soft light that wrapped around the face, 


Figure 12.35 For Ashley's headshot, Lused wo. 
Speedlights, one on either side, and because I could 
control the power of each separately, | eould control 

‘where the shadows would fall by increasing or 

decreasing the power of the two groups: 


Figure 12.36 A simple two-ight setup and a white 
backdrop created this headshot that looks as if it was 
shot against a gray backdrop. The TTL, mode on the flash 
will try to have the exposure as a middle gray, which 
means unless you add a lot more light, the white 
backdrop is underexposed while the subject i property 
‘exposed. 


Location Lighting Packing Checklist 


Being organized when on a location shoot is vital. Nothing can 
‘make you look less professional than having to scramble around 

looking for something while the subject sits and walts, With this in 
mind, Í put together a checklist that helps keep me organized when 
T pack for a shoot. It doss't matter what combination of bags you 
uses Just laok at what you pack In each bag and make a list 3o that 


‘the same gear goes in the same place each time. I curently use two 
Pelican cases (ww plican.com ) far the Speedlights and small 
light modifies, a Think Tank Photo Shape Shifter backpack 

(Grow thinktalephore.com ) for the camera and lenses, and a large 
lightstand bag forthe stands and backdrops. pack these bags the 
same way each time. 

In the camera bag, curently the ThinkTankPhoto Shapeshifter 
backpack shown in Figures 12.37 and 12.38 , T pack the 
following: 

E Camera bodies : I currently use the Nikon D4 and Nikon 
[D750 as my camera bodies. I always tke both with me just 
in case. Ione has an issue, then 1 have a second body ready 

tw Lenses | tke the lenses I think 1 will need for the shoot, 
usually the Nikkor 2470mm f/2.8 and the Nikkor 70- 
200mm £/28. ike to use the longer focal lengths when 
photographing partralıs because they are more flattering to 
the subject 

1 Camera batteries: I always carry an extra set of fully 
charged batteries for each camera with me. It would be a 
nightmare to run out af power during a shoot. 

m Memory cards : I always have extra memory cards with 
me, just in case. True, the high capacity of current memory 
tanis means that the chance of actually running out of 
space is low, but why risk i? 


Figure 12.37 Two camera bodies and two lenses along with 
spare baieries and plenty of memory cards all go into the 
‘Shapeshifter backpack 


Figure 12.38 The Shapeshifter backpack i actually designed to 
old lot more than two cameras and two lenses. It ha space 
{or a laptop and enough packets to keep any photographer 
happy. I am doing a group shot, I might add a wide-angle 
Tens or some other gear; the bag has plenty of space. 


‘The Speedlight bag I cary is shown in Figures 12.39 and 12.40 
and contains the following gear 
E Speedlights : Over the years I have purchased a few 
Speedlights including some SB-800s and SB-010s. I tend to 
bring all the flashes with me just in case 1 need 10 add a 
litle more light somewhere, bur the reality is that 1 usually 
Just need a light or rwo. I also have an SU-800 as a 
Commander, and I will often add the SB-R200s because 
they take up very litle space and can be really useful in 
adding a touch of light in the image. 
18 TTL cords : Nothing can be more frustrating than the line 
of sight not working properly when on location. Having a 
‘TTL cord allows me to reposition the Commander unit off 
the top af the lash 
tw Batteries 1 use Think Tank Photo Cable Management bags 
to hold the fully charged Batteries, I have a second bag that 
I reserve for batteries that are used, so I know which 
batteries need to be recharged and which are already used. 


1 Gels: Another Think Tank Photo Cable Management bag 


holds all my gels. This includes the round gels for the Rogue 
Grid and the regular gels 

m Justin clamps : These clamps are slightly bulky, but they 
are so useful that I make sure 1 have one or two of thems in 
the bag just in case have to use them. Having them inthe 
same bag as th Speedlights allows me to get the lights all 
Set up in one spot. 

1 Gaffer tape : You never know what you will need a piece of 
gaffer tape for and knowing exactly where it is means that 
You can get to it quickly. Many times I will use a piece or 
Toro to make a mark where the subject needs to stand, 
allowing me to get consistent results 

le Battery charger: This one is optional. If I know I will be 
out far a longer Job ar on the raad for an extended period, L 
will take the battery charger alang so that I can recharge 
the batteries on the road. 


Figure 12.39 Here are the pieces that go into the Speedlight 
‘ase I know it looks likea lot af stuff, but it alf Ats 


Figure 12-40 AII the equipment from Figure 1239 fiss into the 
single ease with a litle room to spare. 


1 pack an array of equipment in the modifier bag, but I try to leave 
lite space in this one in ease I need to add something specifie 
for the shoot. The gear listed here is shown in Figure 12.41 and all 
packed in Figure 12.42 
1 Assorted rogue FlashBenders: Ilove these light modifiers 
for their ability to shape the light and for the fact that they 
take up a very little space when packed. 1 pack a variety in 
diferent sizes from the smal lags to the large softbox kit. 
lw Rogue Grids: These grids are perfect for small flash use, 
and Thave a couple in the bag at all times, They can be 
‘sed to add a controllable splash of light just where you 
need it and nowhere else. 
‘= Additional light modifiers : 1 have an assortment of 
modifiers from Hoal and LumiQuest (www honlpioto.com 
And lumiquest com ) that live in this bag 
18 Clamps: You never know when you will need to clamp 
something. 1 try to always have a few handy 
= Umbrella brackets: keep all the umbrella brackets in the 
this bag as well. 1 tend to use the Justin clamps more than 


the basic umbrella brackets, but at times these are needed. 1 
also keep a Joe McNally Lastolite TriFlash bracket 

{emus lastolite com )and other assorted mounting 

hardware in this bag. 


Figure 12.41 This case i full of small lash modifiers, mostly 
from the Rogue FlashBender line. 


Figure 12.42 With all the modifiers packed in the case, there Is 
stil plenty of space in case I need to add anything. 


Finally, the light-stand bag carries all the stands and the Westcott 
Rapid Boxes as shown in Figures 12.43 and 12.44 


= Umbrellas : 1 have a couple of different size umbrellas in 
this bag because they are light, take up very little space, 
and can make a huge difference when on location. 

‘= Background stand kit : A background stand kit consists of 
to igh stands and a bar that goes between them to create 
a way to hang a cloth backdrop. You ean also use it to 
Secure a pop-up background with a couple of clamps. 

Assorted light stande :1 carry a minimum af three light 
stands with me, two full size and one shorter for use in the 
background. 


m Softboxes : The Westcott Kapid Box softboxes are pretty 
compat and come in their own travel cases. Because they 
are small, they ft in this big bag. 


Figure 12.43 Heres the gear that is packed into the lightstand 
bag. IF know I need an extra light stand or other gear, it gets 
rammed in with this stuff, 


Figure 12.44 This older TransPac case from Photoflex ( 


hotofes.om ) hold ll the light stands and other gear shown 
in Figur Tt has seen better days, but it still holds the 
zear needed for a location shoot. 


‘The lst pieces of gear that I take with me don't ft easily into any 
ofthe bags Iuse. The reflectors, diffusers, and pop-up backgrounds 
all fold pretty small and flat, but they are just too big to fit in any 
of my bags (Figure 12.45). 
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Figure 12.45 The pop-up background, a couple of reflectors, 
and a Lastotile diffuser make up the rest of my gear used for 
Tocation shoots. 


This all might seem like a lot af gear, but compared to hauling a 
set of studio lights around, this hte really quite portable and 
easily managed by one photographer. 

‘Create a system that works for you and stick with it. It makes 
‘Working an location a lot easier, 


Final Thoughts 


(One Jast factor that influences how your portraits Jook has nothing 
to do with the light. It has to do with making your subject feel 
comfortable in front of the camera. One way to do that is to be 
confident and sure of yourself and of your lighting setups. | suggest 
That you praetice setting up the basie lighting with Just one light. 
‘The more you practice, the easier it will be to see where you need 
to make small adjustments 10 take your portraits to the next step 
When you are confident in your lighting, you can spend more time 
interacting with your subject, which results in better images. 


13. Lighting Action Shots 


When photographing action and sports, you can use a Speedlight to 
freeze the action for a more dramatic portrait. This chapter 
explains the settings used to capture action using fast shutter 
speeds combined with tne High-Speed Syne setting, as well as 
diseusses how to show motion using the Rear Curtain Syne setting 
Combined with slower shutter speeds, Keep in mind, however, that 
using a small ash to capture the action creates an action portrait» 
and you shouldn't try this approach to capture a sporting event as' 
it unfolds. For example, you won't see a photographer on the 
sidelines of football game using an on-camera flash, nor will you 
see a bunch of light stands siting on the sidelines of a track-and: 
field event. But you can set up great action portraits using the 
techniques in this chapter. 


Freezing Action 
Freezing action using a Mash ean produce great images when done 
right It can also produce images that look as if the flash just 
blasted light into the scene, destroying the mood of the image and 
‘creating a photo that Just looks wrong. To understand how 10 
achieve the frst and avoid the second scenario, You need to revisit 
Syne speeds and the High-Speed Syne feature. As you may 


remember, syne speed was covered in Chapter 9 , but now you 
need fo examine it more closely, in particular how it relates to 
freezing action. 


Syne Speed 
‘The syne speed is the highest shutter speed you can use that will 
still allow the flash to fire a single time between when the font 
curtain opens and the rear curtain closes, Far most cameras, this is 
a shutter speed of 1/200 or 1/250 second So, iF you have the 
Speedlight an the camera (or attached via a TTL cable) and are 
using a shutter speed of 1/250 second or less, the fash will fre 
afier the front curtain 1s moved all the way out of the way and 
before the rear curtain starts to close. 


The issue when photographing fast-moving subjects is that a 
shutter speed of 1/250 second is not fast enough to freeze the 
action. For example, if you are photographing a tennis player 
Serving a ball, you need a shutter speed of 1/1000 or even higher, 
and to capture the water drops frozen in the air during the water 
palo photo that opened this chapter, T used a shutter speed af 
1/5000 second, 


High-Speed Syne 
With the High-Speed Syne capability of the Nikon Creative 
Lighting System, the fash fires multiple times as the font and rear 
curtains travel across the sensor. What this means In practical 
erms is that vhe Tash has to fire multiple times during the 
exposure, and each of those flashes of light needs to be at the same 
power or the exposure will change in the middle of the shot. As 
overed in Chapter, you can turn the High-Speed Syne an in 
your camera using the menu system. 

The amazing part ofthe CLS and Advanced Wireless Lighting is 
that the High-Speed Syne feature works with the off-camer 

flashes, meaning you can trigger the off-camera flashes and get 
proper exposures at shutter speeds higher than 1/250 second. In 
Figures 18.1 through 13.3 you can see the sequence of events: AS 
the front curtain opens, the Speedlight fires; then, as the rear 
curtain starts to close, the flash fires again and again, creating an 
even exposure throughout the whole shot ro produce Figure 13.4 


Figure 13.1 The fash fires as the front curtain shuter opens 
before the rear curtain starts to close. 


Figure 13.2 The flash fires again when a new piece of the scene 
is'exposed to the sensor as the front curtain opens and the rear 
currain closes 


Figure 13.3 The rear curtain is fully open, and the flash fires 
'again as the rear curtain fe about to close. 


Figure 18.4 The final image is properly exposed and doesn't 
Took as if it was lt with multiple bursts of ight 


There are two great reasons to use the High-Speed Syne feature 
when taking these types af images. The first is, obviously, i freeze 
the action, bur i is he second reason that can really add that 
Something extra to the photograph. By using High-Speed Sync, you 
can use a wider aperture ro ereate a more shallow depth of field in 
‘right sunlight and sil ger great lighting. IfI am photographing 
ouside at a 1/2000-second shutter speed and at 1/3.2, for example, 
the background will go out of focus, keeping the attention on the 
main subject. 


Flash Power 


When you're using Speedlights in the High-Speed Syne mode, the 
flash needs to fire multiple times in quick succession. The flash 
fires so fast that it ook like a single burst of light, but it actually a 
series of bursts timed to match with the Iront and rear cutala 
traveling across the sensor. This means that the flash needs power, 
low of power. The fist, and most important, thing you ean do is 
make sure you have freshly charged batteries so that the flash gets 
all the power it an. The second thing you can do is use the remote 
flasher in Manual mode so that there no pre-flash, which means 
the fash can use all its power for the main illumination bursts of 
light. You will also want to make sure you have plenty of spare 
baneries sø that you don't run out of power. The batteries will 
drain much faster when pushed using the HighSpeed Syne feature. 


‘Multiple Flashes 


‘The best way to deal with the need for more power is to use more 
than a single Speedlight. You can use multiple Speedlights grouped 
together to create a single light source. If you use two Speedlights 
it half power, then they each need only half the power to mateh a 
Single Speedlight on fll power. This cuts down on the reyele time 
and extends the life of each ash. 


Using a multiple flash bracker is the key because it allows you to 
use multiple Speedlights in the same modifier. My favorite flash 
holder is the MeNally TriGrip (Lastolite, wr Lastolite com )y 
Which holds three Speedlights and allows you to rotate the flashes. 
This enables you to poston the Speedlights so that the sensor can 
see the Commander unt when the flashes are in the TriGrip. You 
an see the TriGrip in use at the end of the next section, when Iuse 
‘three Speedlights to illuminate Tim performing a karate kick. 


Showing Motion 
Ws easy to freeze action using a fast shutter speed and the High- 
Speed Syne feature. It is a lot more dificult to show motion in a 
single frame. If you use a longer shutter speed, then the subject 
will be blurry as it moves through the frame- A little blur is a good 
thing because it shows movement, a Tot of blur is usually a bad 
thing because the subject becomes dificult to see. In Fiure 13.5 
the slight blur on the back wheel shows that the racing wheelcha 
was in morion. 
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Figure 13.5 The racing wheelchairs are moving extremely 
ply, and the blur in the wheel shows that. f T'A used a faster 
shutter speed, the motion would have been totally frozen, 


‘making the subjects lok like they were standing still 


When adding a flash to the mix, the solution is to use a shutter 
speed slow enough to see the motion and then use the flash to 
freeze the action at the end of the exposure. The default mode on 


most cameras when you use a Speedlight is for the flash to fire as 
Soon as the front curtain opens all the way, which is at the 
Beginning of the exposure. You can change this so that the flash 
fires right before the rear curtain coses, which is at the end of the 
exposure. This doesn't matter much when using fast shutter speeds 
but makes a world of difference when using slower shutter speeds. 
Compare Figures 13.6 and 13.7 , for example. For the first shot, 
the flash fired at the beginning of the exposure, meaning the 
‘motion was captured afier the flash fired. As you can see in Figure 
15.6, this resulted in light trails that indicate motion (the lines of 
greeni) in jron of 1he toy car. captured the same seene in Figure 
15.7, but this ime, the flash fired at the end of the exposure and 
the motion appeared Behind the subject. I know that In Figure 13.8 
{appears that the car is moving Backward and it looks wrong, but 
thar is what happens when the flash fires at the start of the 
exposure and then the subject moves. 


Figure 13:6 I photographed this remote-contlled toy car 
using Front Cutan Syne with the light alls în the font af the 


Figure 13.7 Photographing the remote-controlled car using 
'Rear:Curtain Syne puts the light tralls behind the ear. 


‘Setting when the flash fires is done an the camera. The setting is 
usually called Rear-Curtain Syne or Slow Rear-Curtain Syne 
depending on the camera’s exposure mode. Look in the camera 
manual for your specifie camera Tor exact details of how to set the 
flash mode to Rear-Curtain Syne- 


For Figure 13.8 1 used a shutter speed of 1/1.3-second shurter 
speed to create an interesting effect: You can actually see the 
shadow of Tim behind him as he kicks. The shadow is where Tim 
‘vas standing when the shutter was opened: then he kicked, and 
the fash fired at the end af the exposure, freezing Tim in place in 
midkick. 


Figure 13.8 captured Tim performing a snap kick using a slow 
Shutter speed and Rear Curtain Syne. 


‘To capture this shot, I used three of camera ashes mounted ina 
multiple flash holder and bounced out of an umbrella (Figure 
13,9) The Nikon CLS and Advanced Wireless Lighting allows you 
to fire the off-camera flashes using Rear-Curtain Syne, 


Figure 13.9 You can see the setup used to caprure the image in 
Figure 138 


‘used the same technique for Figure 18.10 . This time, instead of 
moving from right to left through the frame, Tim just shifted from 
is right to left and moved the escrima sticks at the same time. The 


1/13 shutter speed andthe Rear-Curtain Syne froze Tim at the end 
ofthe exposure 


Figure 13.10 The subject moving during the exposure before 
the flash fired caused the double-xposure look othe image. 
“The flash firing atthe end of the exposure created the sharp 


focus on Tim 


Note 
‘Another way to show mation is to use the 
Repeating Flash functions of the Speedlights, which 
is covered in Chapter 10 


Final Thoughts 


Capturing action with Speedlights, especially when using the 
Speedlights off-camera, is a lot easier with the High Speed Syne 
and Advanced Wireless Lighting features that are part of Nikon's 


‘Creative Lighting System. The ability of the camera to use shutter 
speeds higher than 1/200 second means you can freeze the action 
and still ad the light from your Speedlight. chapter 15 walks you 


‘through four examples of action portraits from start to finish using 
the ideas discussed in this chapter, You'll go behind the scenes not 
only for my shoots with Tim and Andy but also for action sessions 
‘on the golf course and soccer field. For example, when taking 
image of Andy (Figure 13.11 ) I used a slower shutter speed along 
‘with a Rear-Curtaia Syne and a panning morion with the camera to 
capture the motion of the mountain bike moving on the trail. 


Figure 13.11 With an 58-010 Speedlight on the camera and 
fing at the end of the exposure, I was able to freeze Andy 
during his ride to show the motion. 


14. Product Photography Lighting 


Nikon Speedlights work really well when photographing products. 
They provide plenty of power, have a small footprint, are easly 
triggered off-camera, and have plenty of light modifiers to shape 
their light. All these factors make them ideally sulted for 
photographing products of ali sizes. 1 find it easier to set up a small 
produet shoot with a couple of Speedlights than to set up studio 
Strobes and I get the same results, This chapter covers the bastes 
of setting up and shooting products using small flashes. 


Product Photography Basies 
When you shop in a brick-and-mortar store, you ean lok at the 
produet you want to buy, considering its size, color, and texture in 
persan. When youe shopping on the Internet, you don't have the 
[uy of being able to piek up the produer. instead, you base your 
‘decision to buy ona photograph. The product photographers rale 
has never been more important: Your Images need to be accurate 
representations of the product and, at the same time, make it ook 
a5 appealing as possible to potential purchasers 

Photographing products can be more dificult than photographing 
people because lighting issues, color issues, and blemishes can be 
more difficult to fx in postproduerion. The lighting needs tobe 
Sporon when the photo is taken. The person looking at the product 


photograph needs to know what the product will ook like in 
personnr simply is shape and color bur also whether it is 
opaque, translucent, textured, ar smooth. The direction af the light 
and its hardness or softness all play roles ìn getting the best shot 
posible (Figure 14.1} 


Figure 14.1 This simple bell pepper was photographed with a 
single off camera S8-010 in a softbox. The light and shadows 
give the pepper its shape and show the texture. 


Obviously, the right fash settings are important to your success, 
When shooting products T generally use Manual flash mode to 
control the Nash output, rather than TTL. Most of the time 
Dackgrounds for produet shots are either all black or white, which 
can cause the TTL metering readings to either overexpose the 
image (when the background is black) or underexpose the image 
(when the background is white) 

The basic lighting terms and placement are the same for products 
as they are for portraits: the main igh, NI light, accent light, and 
background light. When photographing shiny products, yowli find 
the use of bounced light or ight modifiers like a softbox to be 
extremely important. When you photograph something metallic or 
Just plain shiny, the light thar illuminates the object bounces off 
the subject. That reflected light is what the camera records. 
Compare Figures 14.2 and 14.3 to sce the difference between 
using a softbox to light a knife blade and aiming the flash directly 
at the reflective blade surface. 


< 


Figure 14.2 Photographing a reflective objet like a pocket 
aie with a softbox creates an even lighting and reflection. 


Figure 14.3 A bare flash crestes a harder light that just doesn't 
Took good. 


You can control how hard or soft the light will appear on the 
produet by changing the distance between the light and th 
produet. This is especially important when working on smal 
objects because the smallest changes in the position of the ight can 
have big effects, 


The distance between the light and the subject can also have a 
huge effect an how much light hits the background. Remember the 
Inverse Square Law discussed in The amount of light 
falls off drastically over distance. The shorter the distance between 
the ight and the subject, the faster the ight falls off. When put 
into practice, this theory means you ean control the look of your 
shor’ background. As you can see in and 14.5 the 
‘distance of the light ro the main subject can make a big difference 
in how the background is rendered. With the light close to the 


rendered black. When the distance between the light and the 
Subject is increased, however, more light reaches the background 
‘ind what wa bck sno 


Figure 14.4 The single Speedlight in a softbox is close to the 


camera for this photo of the Nikon 1 V3 on a plece of black 
plastic. The background, a piece of black board, is rendered 
black as the light doesn't reach it ater illuminating the camera. 


Figure 14.5 Using the same setting as Figure 14.4, I moved the 


light farther away. More light reached the background, which 
rendeted the black as dark gray, 


In addition, you can change how your background renders by 
moving it farther away from the subject. the light, camera, and 
subject are all in the same spot but the background is moved 
further away, Iess light wili be able to reach it This does three 
things: 

1 Allows for the background to be lit separately 

1 Creates a blurred background because af the shallow depth 

of eid 


tw Creates a solid black background 


Product Photography Setup 


You can use just about any flat surface far product photography, 
and Ihave photographed a great many images set up on a small 
side table or even on my dining room table. A simple approach 
‘when lighting product 1s to use a soft light. This ean be done in a. 
few different ways, but the easiest is to use an open-sided box 
made from white foam-core board that bounces the light all around 
to create a soft light. You can see my box in Figure 14.6. This 
‘method works grear bur doesn't offer much control over the light. 
Although I still use the open box on occasion, Ihave come up with 
‘more advanced setup for taking product photos 


Figure 14.6 This open box Is great for bouncing the light 
‘around the object and creating soft lighting. 


‘The setup I use most now consists of two plastic sawhorse that 
support a replaceable surface on which 1 can photograph the 

product. The replaceable surface means 1 can change the material 
‘se from foam core to plain plywood to reflective plastic or even 


to translucent material, which enables me to light items fom 
‘below much easier than when using a regular table. For the 
background, L use two light stands, but instead af the traditional 
metal background holder, Iuse a piece of wood that has two 3/4- 
inch holes drilled through it so it fits over the lightstand posts. 
Because the wood is square, it allows me to easily clamp different 
backdrop papers or cloth in place using standard clamps or Justin 
lamps if I need a light-up top. Lean also Just use pushpins to 
antach different backdrop papers to the wood. Figure 14.7 shows 
my setup with a white piece of paper as the backdrop. 


Figure 14.7 My product photography workspace features a 
repliceable plywood surface on the two sawhorses and a white 
place of paper hanging from the adjustable background setup. 


When photographing produets, you will want to be able to place a 
light above the produet work area so you ean illuminate the 
produer from above and angie the light to contral how it falls on 
the background. You also need a way to position it there without 
the light stand being in the way, and for this 1 use either a boom or 
a century stand to old the igh out over the whole setup. Because 
T use small flashes and lightweight light shaping tools, the century 
stand works great, allowing me to position the light exactly where 
1 need it. 1 do make sure to put a sandbag over the legs of the stand 
to keep it from tipping or falling while 1 shoot. One ofthe 
advantages of using the Nikon CLS and Advanced Wireless Lighting 
is that onee the flash is in place, you can change the flash mode 
and power without having to actually touch the unt In Figure 
14.8 you can see the 8-910 mounted in the Rapid Box Snip 
sofibox placed over the surface of the work table. You need to 
make sure that the fash i et to Remote mode and that the sensor 
on the flash can see the pre-flash from the Commander 


Figure 14.8 The size and placement of your softbox depends on 
the size of the objet being photographed. Here an SB-910 ina 
Rapid Box Strip is placed over the work area 


Whichever setup you prefer, make sure you can move around it 
freely so you can position lights and change the angle of both the 
light andthe product. 1 use the same light stands and light 
modifiers for products as 1 do far portraits, including the Rogue 
FiashBender ine of modifiers, moots, and grids, as well as the 
Westcott Rapid Box Orta and Strip lights. 


Some of the most essential gear at a produet shoot, however, is 
also the most low tech. Without a clothespin to prop up a sagging 
produet ar some glass cleaner to wipe away your fingerprints, your 
perfect lighting setup could go to waste. Here ae a few accessories 
to have on hand thar will make your product photography photos 
easier to light: 

m Clamps: A variety of clamps enable you to attach 
background paper, hold flags in place, and generally allow 
you to place the lights and modifiers in perfect position. 
You ean get these clamps ar any decent home improvement 

te Clothespins : Use these little elips to help prop up items 
and keep things from moving around during a shoot. Get a 
Selection of clothespins in diferent sizes, as shown in 
Figure 14.9 
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Figure 14.9 Clothespins come in a variety of sizes, and ike to 

have afew larger and afew smaller on hand to help place small 
items, 


m Wood blocks: While at the hardware store picking up 
Some camps and elothespins, grab a few pieces of wood at 
the same time, You can use these ro prop up the item being 
Photographed or to position small reflectors or flags. 

m Glass cleaner : A small bottle of glass cleaner and a soft rag 
are vital and can be used to ger rid af pesky fingerprints 
that can show up as you position the item. (For mare detail 
on cleaning the items you're going to shoot, see the section 
“Prepping Your lems") 

1 Cloth gloves: These go along with the glass cleaner and 
rag. You need a way to move and reposition the item you 
are photographing without leaving marks, and a pair of 
cotton gloves works great. 

m HandiTAK : This material is sticky and malleable, which 
allows you to mold ir to support the item to be 
photographed. You can pick it up at many home 
Improvement stares, including The Home Depot. 

m FIMO : You can buy this modeling clay from mast art 
supply stores and use it in the same way as the HandiTAK ( 
Figure 14.10), 


NIKON bs 150 8001/30 SEC. F758 

Figure 14.10 Some small pieces of modeling clay can goa long 

way in positioning objects and helping with placement of small 
Tighe-shaping tools. 


1 Gaffer tape love gaffer tape and consider it the 
photographer's secret weapon: Galfer tape is strong Tike 
doet tape, but it doesn't leave behind any sticky residue. 
"This makes it perfect for attaching things to surfaces where 
‘you want to leave no trace. 

m Artist tape : You can use this tape to temporarily hold 
together papers and then remove it without damage. You 
fen Tind it in an art supply stores. 

ta Electrical tape: Black electrical tape works really well for 
holding small items together. Ir doesn't reflect a lot of ight, 
Which makes it ideal far use behind items, 

m Compressed air: Use a can of compressed air to blow off 
any last bits of dust from the surface of the subject. 

m Smali mirrors: Nothing allows you to bounce the light 
around quite ike a smali mirror. You can find them at any 
hobby store in a variety of sizes and shapes 

m Washers: A selection of washers enables you to fine-tune 
the placement of the objet. Need to raise it Just a litle? 
Use'a washer or two. 1 have a large selection in a variety of 
sizes for just about any size objet. 


m Wire : Some pieces af wire can make positioning items 
much easier. You can And packs of 24-gauge wire in 


different colors at erat stores (Figure 14.11). 
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Figure 14.11 Flexible and strong, lengths of wire help with 
‘hanging items or supporting them “invisibly.” The different 
colors are useful in hiding the wire from the camera and the 


1 Paper and poster board : With paper and poster board you 
‘an ereate smali fags and reflectors. have a variety of 
different colored papers and boards to use as backdrops and 
lightshaping tools, and the best part ùs that they last For 
Tong time and don't cost much. 

1 Cloth pieces: Going to the fabrie store and picking up a 
Tew pieces of fabrie can help when you want to shoot an 
item on a softer looking surface. A piece of black felt can be 
a lifesaver when you want a solid black Background. 


‘Controlling where the light hits and where it doesn't is a litle 
easier with product photography than when photographing people. 
For produets, especially those that are smaller, you ean create 
smal! Nags and reflectors using poster board and tape. Just take 
two pieces of board and tape one edge together. Then you can 
place them where you need to either block the light or bounce the 
light. In Figure 14.12, notice the hard line of light on the edge of 
the bonle. As you can See in Figure 14.13 , I ereated this by firing 
an SB-910 but blocking most of the light using a couple of pieces of 
‘lak poster board. 


Figure 14.12 A good friend made some whiskey a few year 
ago. Latil have a bottle, and while 1 might never drink It 
does make a great photo subject 


Figure 14.13 A couple of pieces of black poster board and 

black gaffer tape create a way to block out unwanted light The 

Tagg softbox adds the fil ight, while the SB-910 adds the hard 
‘edge of light on the right side. 


Prepping Your Items 


No matter how spotlessly clean you think the object you are about 
photograph is, your image will prove otherwise. Every fingerprint, 
every smudge, and every dust speck will become visible when the 
light hins ir just right. You need to clean the items before shooting, 
and once they are in place, use cotton gloves to avoid leaving any 
other smudges, 


General Cleaning 


Cleaning the items you want to photograph is pretty easy and 
shouldn't take long. A litle elbow grease and some cleaning 
Supplies should get most items looking prety good. The first step is 
to follow any cleaning directions on the item in question. Many 
prođuers include cleaning and care directions in their user 
manuals. For everything else, some common sense and basie 
‘leaning supplies can make your products look their bes 
m Glass : Bottles, glasses, and anything else made of glass ot 
porcelain needs to be spotless because the lighis will ick 
up any fingerprints, dust, or dirt. You can use any of the 
commercial glass-leaning products or just a combination of 
half water and half vinegar, but the real keys are the cloth 
used to wipe the glass clean and what you use to polish the 
glass after i's ean. A soft, lint-free cloth works well, but so 
floes newspaper, which doesn't lave lint. The newspaper 
might lave ink on your hands, however, so either wear 


gloves or make sure you wash up ater cleaning, 

Toys: You can usually clean plush toys in the washing 
machine; check the care label and follow the directions. For 
Soft plate and rubber toys, use liquid dish soap and warm 
Water and then use a half and half solution of rubbing 
alcohol and water to disinfect them (Figure 14.14). For 
hard plastie toys, such as Lego or Duplo blocks, put them in 
a delicates bag on the top rack of an otherwise empty 
dishwasher. Do not submerge any toys that have ar take 
batteries; Just wash the outside with some watt soapy 
water and air dry 


Figure 14.14 Dust and smudges can be easily removed from 
laste toys with a clean cloth and some compressed air 


‘= Books : Your best ber is to wipe the book with a lint-free 


sloth and take care not to damage any areas that are 
already frayed ar damaged. 


Jewelry 


Jewelry needs to sparkle and shine to be attractive (Figure 14.15 
J. Fortunately, fs not hard to get your jewelry looking great with 
just a few common household product: 


1 Gold: Mix two cups of warm water and a few drops of mild 
dishwashing liquid and then soak the jewelry for 15, 
‘minutes, Use a soft-bristle toothbrush to serub off any 
stubborn dirt spots and then rinse the pieces în warm water 
and dry with a soft lath. 

1 Silver : Rinse silver jewelry in warm water and dry with a 
‘lean cloth. If the silver is really tarnished, use a 
commercial silver-leaning produet, such as Goddard's, and 
‘Follow the directions. You do not want to brush or serub 
silver because thar can serateh it. For most Jewelry, a silver- 
Polishing cloth is perfeer to give it a quick shine. 

m Pearls: You need to be careful when cleaning strands of 
pears because soaking them ean damage the string that 
holds them together and cause the whole strand to stretch. 
Create a solution af two cups of warm water and a few 
drops of mila dishwashing liquid: then dampen a clean 
toth and wipe each peat individually. Let the whole strand 
ir dry ona elean QIotian-free) tissue. earls themselves are 
fragile as well, so if you have a pearl in a ring or pendant, 
be sure to avoid ammonia and harsh detergents. 

‘= Diamonds Mix 1 cup of warm water with 1/4 cup of 
ammonia and soak the diamonds far 20 minutes ar so. Use 
‘clean, soft-bistle toothbrush to clean all the small areas 
Around the diamond and between the diamonds and the 
Settings. Rinse the piece with warm water and leave it to 
dry on a tissue. 

m Turquoise: This is the easiest of the lot; just use some 
lean, warm water and a soft brash and then rinse again 
and air dery, 


Figure 14.15 Clean jewelry looks a Iot better than dirty jewelry 
but is also alot more reflective. 


the jewelry is extremely dirty, consider taking it to a jewelry 
store to be professionally cleaned. Many jewelry stores affer free 


leaning and inspection of your pieces, which might bea good idea 
because it ean also help you determine their true value. Ask for a 
ballpark price to see whether it is worth gerting a all appraisal, 
which could cost around $100 per item. 


Cleaning Electronics 
Photographing eleetrnie devices can be difficult because they 
tact dust and fingerprints that seem to show up without anyone 
even touching the device. You need to make sure that the device 
and, most importantly, the sereen are clean really cleant give 
the device that new, out-of-the-box look. 
Here are some general rules for cleaning your electronic gear 
Make sure the tem is unplugged from any power outlets. 
1 Use only cleaners made specifically to clean electronic 
devices 
m Spray any cleaner onto the cloth and then wipe of the 
‘device. 
m Use a lint-free, sot lath to wipe the sereen and body af the 
device. 
m Do not use paper towels to clean the device. They are 
‘actually abrasive and can seratch the device. 
m Do not spray any cleaners directly onto the device. Spray 
‘an easily seep into ports, vents, or openings and damage 
the device. 
1 have always been partial to the iKlear line for cleaning my Apple 
products and other electronic devices ( Figure 14.16). Fo 
Teasonable price, you can get an IKlear cleaning kit that includes 


the lint-free cloth and the cleaning solution specifically designed 
for different electronic devices. 


Figure 14.16 1 am always amazed at how quickly my iPhone 
gets dirty. A quick rub with a lint-free cloth takes care of 
smudges, and a lirle Klear gets rid of the tougher 
din. 


in of compressed air can help ger rid of dirt and dust ( 


Figure 14.17 ). Just be careful otto spray it inside the device and 
hold the ean upright so air—not propeliant—-sprays out 


Figure 14.17 Some items need a combination of cleaning 
techniques, For a photo of a camera, Tor example, you need to 
‘lean the plastic, rubber, metal, and glass. In this case, used 


‘compressed air and a lint-free cloth to clean off the rubber and 
Plastic and some lens cleaner to clean the glass. 


As I mentioned previously, a pair of cotton gloves is a great 
investment when you're photographing electronics. They allow you 
to pick up and position small tems and electronics without leaving 
smudges and fingerprints. You ean buy a pair of conton gloves for 
Jess than $6 at your local pharmacy. Or, like Dot Line's elght pack 
fof whiteotton disposable gloves, which you can get from Amazon 
for Tess than $10. These are the same type of gloves | sed back in 
the film days when handling negatives and slides. 


Reflections 
Light reflects off different surfaces in different ways. When you're 
‘ying to light a product, remember that the light that reflects off 
fof the object is what the camera actually records, The good thing is 
that light bounces in a predictable way so you can contral the 
‘where it goes and how it looks, Once you know your angles and 
‘eflectons, you can better understand the way light bounces ( 
Figure 14.18 

tw Angle of incidence : This is the angle at which the light 
his the surface 

a Angle of reflection : This is the angle at which the light 
‘leves the surface. 

m Specular reflection : When the angle of incidence and 
angle of reflection are the same, the resulting reflection is a 
specular reflection. This happens when you reflect the light 
off af a smooth shiny surface, such as a mirror, las, 
‘Smooth metal, flat water, or even smooth plastic. 

le Dituse reflection: When the light hits an object and that 
light eects off in multiple direetions because the surface 
isn't smooth thar is a diffuse reflection. In these cases, the 
angle of incidence and the angle of reflection are not the 
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Figure 14.18 Light bounces off surfaces that it strikes. The 
texture of the surface affects how that light behaves. 


Different Surfaces 


Different surfaces ereste different reflections. Keep in mind that 
‘reflections are not inherently bad. They can help to define the 
shape of an abject, for example, and because our brains know what 
Tefleets and what doesn't, they can help viewers understand what 
they are looking at. The shape of the reflection in the abjeet is 
dictated by the shape of light source. Far example, a large softbox 
that covers the whole item will have no edges in the reflection. But 
if you use a small, square, white card to add some flight, it can 
fend up in the image as a bright, reflected square in the image. 
Consider how various surfaces reflect (ar don't) 

= Metal : Metal reflets light in a specular manner, so you 
will want to use a big, soft light and carefully watch the 
placement of the lights and camera. Ifa small, hard light 
hits a metal surface, it will create a hard, small ight as a 
reflection. Using a large bounced light or a diffuser between 
the light and object can really soften the reflection. A small, 
hard reflection isn't inherently bad but can distract from the 
produet. 

1 Glass : Glass can be tricky to photograph because light 
passes though It and bounces off it at the same time, 
making it both reflective and transparent. Glass also comes 
in a variety of colors that can affect the color of the light 
that is reflected off it and the color of the light as It passes 
through the glass. In addition, glass reflects anything else in 
the environment, creating odd shadows and reflections that 
show up in the image (Figure 14.19). One thing you can 
o to minimize the reflections is to use pieces of white 
board to block out the unwanted shadows, 
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Figure 14.19 A glass vase is a tough item to light because it is 

both reflective and translucent. One Speedlight is aimed at the 


background making it pure white, while the other is in a 
‘softbox overhead, Notice that items inthe room where the 


photo was taken are causing odd reflections inthe sides of the 


l= Plastic: How reflective plastic is depends on its finish and 
the texture. Plastic can be highly reflective, if iis shiny, all 
the way to only slighty refleetive, iF it has matte finish ( 
Figure 14.20 ). The reflection will also depend on how 
textured the surface is.A smooth surface is more reflective 
than a heavily textured surface. 


Nikon 


igure 14.20 This is not a Nikkor lens, but instead it is a plastic 
coffee mug. You can see how the light is only slightly reflecting 
‘off the textured surface. 


1 Cloth : Cloth is nor reflective at all unless it contains metal 
thread or some other reflective element. There are same 
materials that have a sheen that ean reflect light, like satin, 
and others that suck up light, ike black felt. 


1m Paper: Paper can be reflective or nonrefective, depending 
‘on the texte and the color (more on colors shortly). Some 
Papers, lke the high-gloss photo papers, reflect a lot of 
Tigh, while matte papers tend to refleet only a litle light- 
"The more texture a paper has, the less light it will reflect. 


‘The best way to deal with the different surfaces is to adjust the 
angle of the lights. If yau see the light bouncing off the abject, try 
moving the camera, the abject, or the light ust a litle. Remember 
that when working in close quarters, a lile movement goes a long 
way. 


Different Colors 
‘The surface color of items can cause them to be more reflective or 
Jess reflective. White, silver, gold, and any of the metallie surfaces 
tend to be more reflective than black, red, blue, and green, Tor 
example 

Colors other than black and white tend to reflect some af the light, 
‘but more importantly, they will change the color ofthe reflected 
light. This is neither positive or negative, but just a fet that you 
have dea! with and decide whether the color east adds or subtracts 
trom the na image. 


‘The color of the surface that you place your products on is 
important, as well. White will reflec light, so a white surface 
essentially adds a second light source (a large bounced light) below 
and around the produer. Using black paper creates a more matte 
finish from which the light does not Bounce backup. At times, 1 
will take it a step further and use a paper with a rich black suede 
texture (which you ean find at any erat store). Because this paper 
has a rough, textured surface, the light does nat Bounce back, and 
when combined with the black calor, yau ger almost no reflection 
tall. The same little figure photographed on the black suede 
paper and the red suede paper is shown in Figure 14.21 . You ean 
Sec how the light doesn't refiect back up from these textured 
surfaces. 


Figure 14.21 I photographed the same lite statue on black 
and red suede paper. This paper has a rough texture that light 
Just doesn't reflect off of, making it great for produet 
photography. 


ging the Light 


Any item that goes between the light and the abject being 
photographed is called a gobo and if that item blocks all the light, 
{ris usually called a flag As have mentioned before, Luse pieces 
of black poster board or black foam board as flags when shooting 
products because black absorbs the light. These flags can block any 
ambient light fom entering the scene and help coat the spill af 
the light being used to illuminate the objec. This is especially 
important when photographing glass or metal, both of which 
tefieet everything including the surroundings. I use white poster 
‘board or white foam board to act as small Pounce cards because 
white will reflect the light. Because T like to be frugal, {have 
Started making flags and bounce cards out of material that is white 
on one side and black on the other so that the same item can be 
sed in two different ways ( Figu > 


Figure 14.22 I made a bounce card and flag combination using 
oard that is black on one side and white onthe other and a. 


strip of black gaffer tape. 


These small pieces of card ean make a big difference when lighting 
your products. Figures 14.23 through 14.26 all show the same 
items, frst photographed without a bounce card or flag and then 
‘with the modifier in place” 


Figure 14.23 The white bounce cards add some shape to the 
saké bottle 


Figure 14.24 This behind the scenes shot shows the bounce 
cards in place for Figure 14.23, 


Figure 14.25 A glass can be tricky to photograph because the 
light goes right through it. Using a fag on either side allows the 
glass to reflect the black boards in the side of the glass and give 

ira clear shape. 
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Figure 14.26 This behindthe-scenes shot shows the flags in 
place for Figure 1425 


Working in Close 


Lois of times produet photography means working with smaller 
items. The smaller the item, however, the more precise you have to 
be with the light and camera placement. The smallest change in 
the light can produce really big changes in the image. 


Choosing the Right Lens 


All lenses have a minimum focusing distance that dietates how 
‘lose you can use them to the subject you are photographing. For 
example, the 70-200mm {/2.8 has a minimums focusing distance af 
446 Teet, which means you have to be at least 4.6 feet away from 
‘the subject for the lens to focus. When you need to get in really 
‘lose using a lens that has a small minimum focusing distance is 
important. Lenses that are used for macro work are perfect for this. 
For example, the 105mm 1/28 Miero-Nikkor lens has a minimum 
focusing distance of 1 foot. That allows you to fI the frame with 
even the smallest subject. For example, the photo of the coin in 
Figure 14.27 is the full frame right out of the camera, with 20 
cropping ar all The image was it with a single SB-800 in a softbox 
over the enin and triggered by an SU-800 on the camera. 


Figure 14.27 A 105mm Micro-Nikkor lens allowed me to fill 
the frame with the coin, capturing all the minute details. 


A macro lens makes it possible to capture all the details while 
‘photographing items like jewelry. Far the photo af the diamond in 
Figure 14.28, 1 used a macro lens and a single softbox with an 
SB-910 placed direerly overhead set to group A and triggered using 
the SU-800 on the camera. 1 used the Manual setting far group A 
and set the power to 1/8 power. The placement of the light 
allowed me to move the camera untill got the reflection just right 
on the surface of the gem. 


Figure 14.28 A 105mm macro lens enabled me to get in close 
to this diamond. 


Controlling the Depth of Field 


When you photograph using a maero lens close to your subject, 
you have to pay close attention to the depth of feld. The depth of 
field is affected by the distance between the front af the lens and 
the object being photographed, What this menns in practical terms 
is that you need to use a smaller aperture, which creates a deeper 
ddpth of eld but allows less Tight to reach the sensor. This means 
either that you have to increase the power of the flash, add another 
fas, increase the 180, or slow the shutter speed. 

To illustrate this, placed some simple crayons on a black piece of 
plastic with a single softbox over and slightly in front of the 
‘crayons. Three af the crayons are just 1 inch ahead of the other 
wo. In Tused an aperture of €/.0, and as you can 
see, the nwo crayons just an inch behind the others are blurred and 
‘ut of focus. T was able to use 1/32 power on the single flash in the 
softbox 


Figure 14.29 I created this shallow depth of field by using an 


aperture of 1/5.0 and positioning the subject extremely close to 
the font of the lens 


To get all the crayons in focus, I used an aperture of 1/32 to create 
a deep depth of field. Because of this small aperture, I needed to 
‘drastically increase the amount of light. In this case, {used full 
power of 1/1 to get enough light to create the proper exposure 
shown in Figure 14.30. 
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Figure 14.30 Photographing these five crayons with a deep 
depth of field so that they are all in focus needs a ot of light 
‘sed an aperture of 1/32 and full 1/1 power on the flash. 


Close-Up Kit 


The Nikon Close-Up Kit allows you to place the SB-R200 units right 
atthe end ofthe lens. You can use this in conjunction with other 
Speedlights to add a little extra light right where you want it and 
Still keep the base overall lighting the same. The kit works by 
attaching the Speedlights to a ring that mounts on the front ofthe 
Jens and lets them move along with the lens as you adjust the 
composition. 


‘The SB-R200 units can also be used as small accent lights off of the 
mounting ring. This combination of small size and ability to be 
used right near the end ofthe flash make them perfert for 
photographing products. For Figure 14.81 , 1 used the SB-R200 


units mounted on the front of the lens to add some fil ight to the 
small statue This shor was taken using the AWI. features of the 
‘GS. The main light was a single SB-900 in a softbox placed over 
the work surface and set to group A. I created the green 
background by placing an SB-700 with a Rogue Grid and green gel 
‘behind and below the work surface and seting ito group B. 
Finally, 1 mounted two SB-R200 units on the font of my 105mm 
Jens and ser them to group C. An SU-BO0 triggered all the lights 
‘wth group A set to Manual 1/32 power, group B set to Manual 
1/16 power, and group C set to Manual 1/64 power 


Figure 14.31 This is one of the small statues that I have in my 
office. To light the image, I used a single softbox overhead and 
a couple of SB-R200 units right on the end of the lens. The 
background was lit separately with an SB-700 


Using just one ofthe SB-R200 units attached to the frant of the 
Jens allowed me to light only one side of the pendulum in 


14.82 (onthe previous page ) To make the light softer, 1 used a 
small white eard to Bounce the ight. Because the SB-R200 ean be 
‘wed only as a remote, I used an SB-010 as a Commander to wigger 


Figure 14.32 I photographed this small wood pendulum using 
‘single SB-R200 of to camera right 


Product Lighting Strategies 


Lighting for produet photography ean be a lot af fun—no models to 
‘worry about and the only time you need to rush is when food or 
drink is about to spoil. 1 have spent quite a few pages talking about 
the issues that you can have when photographing products now it 
is time to discuss some strategies in making the product look thelr 
‘best Well start with just ane light and then move on to some more 
complicated setups involving twa or more lights. 


One Speedlight 


You don't need more than one ight to take some great produet 
photos, but you do need to get thar Speedlight off the camera. The 
Best solution eo using one light for produet photography ito get 
that light into a softbox and positioned above the product. am a 
{an of the Westcott Kapid Box line of diffusers for portrait 
photography, and they work just as well far product photography. 
The general idea is to use a big, soft light, and just about 
everything will look gaod. Just because you have only one 
Speedlight doesn't mean you have only one light source. You can 
add some bounce cards or reflectors and make tha light do double 
fr riple duty. Use a couple of pieces of black poster Baard to flag 
the light, and you can create some prety stunning photos- 

All the items in Pigure 14.33 were shot under the same light. It 
was one softhox positioned above and in frant of the produet using 
a century stand. You don't even have to use the wireless capability 
ofthe CLS; 1 fired the flash using a TTL cord. 


Figure 14.33 A single softbox and a piece of white paper are all 
You need to crete a great product photo. Each af these items 
was shot in the same setup with slight adjustments to the angle 
of the light, 


For Figure 14.33 's series af shots, I clamped a plain piece of white 
paper to the wood Beam in the back to act as a seamless 


background ( Figure 14.34) then I placed a single $8-910 in a 
softbox and positioned it above and in frant of the produet ( 
Figure 14.35 ). I locked the camera down in a tripod and ran the 
‘TTL cord from the camera tothe flash ( Figure 14.36), 


Figure 14.34 A plain piece of white paper attached with 
clamps to the wood bar behind the work space serves as a 
“backdrop. 
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Figure 14.35 A TTL allowed me to fire the fash (an SB-910 in 
1 Westcott Rapid Bog without using the AWI. functions of the 
as 


p 
Figure 14.36 The product siis on the white paper, and the 
camera is connected to the fash using the TTL. cord. 


Altemately, you could use this setup with AWL, a Commander, and 
‘emote, but if you have only one Speedlight, then this is the way 
to go Set the Speedlight to Manual fash mode, the power to 1/8, 
and the camera to Manual mode, and then use these settings as a 
Starting point 1/200 second, £/6.3, and 180 200. AII thar’ teft is to 
adjust the placement of the object and light and then fine-tune the 
position of the camera to create the best composition. Far example, 
in Figure 14.37 I positioned a single pepper on the background, 
‘with the help of same tape and wire to hold it in place. 


Figure 14.87 A diffieult part of this simple image of pepper is 
Zetting the pepper to stand up. As you can see from the insert, a 
tle wire and white tape were useful 


You can easily change to look ofthe items and the whole tone and 
{eel ofthe image just by changing the color of the paper 

background. For Figure 14.38 , 1 changed the background from 
‘white to black and adjusted the height and angle of the camera, 


igure 14.38 The drill and gloves photographed against a black 
Background using the same settings as when shooting against 
the white background. 


At this point, lam just using a single SB-010 in a softbox, but that 


doesnt mean I can't add more light sources without adding any 
‘more actual lighus. A couple of pieces of white poster board can act 
as smal fli lighus. Using the same settings as used in Figure 14:38 
T placed a piece of white board over on the right side of the drill to' 
add some light to the back of the dril. You can see the results in 
Figure 14.39 and the board in Figure 14.40 


Figure 14.39 Adding a ltd fill light can help with some subtle 
additions to the lighting. I wanted the shadows to be opened up 
‘lite the back end of the drili to give it more shape. 


Figure 14.40 You can see the white board that is being used to 
fd some light to the back of the drill-nothing faney, Just 
‘some white poster board. 


Two Speedlights 


With two Speedlights at your disposal, you can light your produet 
and background independently, which opens up a lot of creative 
options. One of the main reasons that 1 use the table with the 
‘background stand option is the ability t place a ight between the 
produet and the background. I can then use this light to light the 
Background or backlight the product. In Figure 14.41, the botle 
is stil lit by the single SB-910 in the softbox, but I added a second 
SB-910 in a small light stand placed beween rhe bottle and the 
background with a Rogue Grid and red gel. The flashes are fired 
using an SU-800 with the single SB-010 in the softbox set to 
channel 1 and group A and the Speedlight in the rear set to 
channel 1 and group B. Both flashes were set t0 Manual power 
‘with group A at 1/16 power and group Bat 1/32 power. You can 
See the placement of the group B flash in Figure 14.42 


Figure 14.41 The bottle sit with the single softbox, while the 
background is lit with a second flash using a grid and red gel to 
Keep the light ght 


Figure 14.42 Here you can see the second Speedlight right 
behind and below the borile 


‘The second light allows you to separate the product from the 
background in much the same way as you can when photographing 
people. The big difference with products is that you usually have a 
fot less space to work with Small adjustments when lighting a 
small product can have big changes inthe way the light interacts 
‘with the subject. When you set up a light to Iluminate the 
background, try moving it forward and back in small increments 
‘unl it looks the way you want. 

A second Speedlight is also wseful when photographing a bottle 
‘with liquid in it, such as a bole of beer. You ean blast the light 
through the bottle right at the camera, creating a glow as the light 
bounces around while traveling through the liquid ( 

2. The two flashes were fied using an SU-S00 with the single 
58.910 in the softbox ser ro channel 1, group A and the SB-700 
Speedlight in the rear set to channel 1, group B. Both flashes were 
set to Manual power with group A at 1/16 power and group B at 


Figure 14.43 The botle was lit by a two speed lights 
the softbox in frant and one aimed through the bottle back at 


the camera. 


Multiple Speedlights 
With multiple flashes you can add more controllable accent lights 
to your image. For example, you can start with the same basie 
Setup with a softbox up front as the main light and a single gelled 
Speedlight for the background and then add another light or two 
for some accent light 

The basie setup is to have the main light as group A, the accent 
ligus as group B, and the background light as group C. 1 have all 
three set to Manual power and am using an on-camera SU-800 as 
the Commander unit For example, Figures 14,44 and 14.45 use 


our Speedlights and two reflectors 


Figure 14.44 The figure is lit by four Speedlights: The main 
lights overhead placed slightly behind the subject, the 
background is gelled yellow, and two accent lights add some 
light to the details in the front. One of the accent lights has a 
snoot to keep the light tight on the front, and a second light 
with a grid is aimed at the face. 
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Figure 14.45 The main light is an SB-800 in the Rapid Box 
‘Strip with another SB-800 as the background Tight and two 
'SH-910 as the accent lights 


Using multiple lights allows you to light multiple items at the same 
time” This can be a little more tricky because the illumination used 
on one item can spill aver and affect the illumination on another 
item. Using ags can help, but Ihave faund that grids and snoots 
can bener keep the light under contral. Far Figure 14.46 , the two 
‘exotic mushrooms were placed next to each other but were lit by 
Separate lighis. I positioned a single overhead light in a softbox 
above the setup (group A) and placed a single Speedlight with a 
green gel in the back (group C). Positioned on each side, the two 


additional Speedlights (group B), one foreach of the mushrooms, 
had small Rogue FashBenders as snoots Keeping thelr light ight 
on their respective mushrooms. As you can see from the shadows, 
the light fom the left doesn't reach the mushroom on the right, 

and the light on the right doesn't reach the mushroom on the left 


Figure 14.46 These two exotic mushrooms are Iit using four 
Speedlights one for the overhead light, one fr the background, 
‘nd one forthe details on each ofthe mushrooms. 1 used small 

‘snoot to keep the sidelighstght and on target, 


Drops, Splashes, and Pours 


Working with water and other liquids in product photography can 
create stunning images, and although it can make a huge mess, it's 
a lot of fun. The basie idea is to freeze the splash of water as 1E 

happens. This could be water being poured into a glass, an ice cube 
splashing into a drinke, or as simple ax a drop of water frozen at the 
moment it lands in a pool of water mixed with milk (Figure 14.47 


Figure 14.47 The drop of water is frozen in the second that it 
ands. Using an eyedropper and some red food coloring made 
Tora move interesting sho. 


‘There are two ways to freeze the action. The first is to use the short 
burst of light produced by the flash, and the second isto use a 
faster—rellyfst—shuttr speed, It is much easier to use a fast 
shumer speed to freeze the ation, and with Nikon's CLS you can 
Syne the Mash at fast shutter speeds, up to 1/8000 af a second. Not 
all the cameras in the Nikon system have the High-Speed Syne 
feature, and many of the cameras go to only 1/4000 of second as 
the fastest shutter speed. If you cannot syne at a shutter speed 
higher than 1/200 second, you need to use the flash on a low- 
power setting. The flash power is based on the length of time of 
fhe fash burst The longer the burst, the more light. I you want to 
freeze something, you need to use a shorter burst of light, 

Pouring a liquid from one container into another is a great subject 
to photograph. For Figure 14.48 , 1 used a fast shutter speed to 
freeze the action of the liquid Tanding in the glass. This was shot 
‘with two Speedlights: The frst light is the main light in a softbox 
over the action, and the second is to tum the background a solid 
White 


Figure 14.48 Water pouring into a wine glass is a simple idea 
and alot of fun to photograph even with the mess it makes. 


Instead of using a shutter speed af 1/1260 as for Figure 14.48, 1 
froze the action in Figure 14.49 by using a lower fash power, 
which has a short duration To do this, I needed to use a higher 
150 and wide aperture. For this shot, I used a flash power of 1/32, 
an 150 of 1/6400, a shutter speed of 1/200, and an aperture of 
174.0 to get the exposure wanted and for the water to look frozen. 
1 prefer to use the higher shutter speed that the Nikon system 
allows with the High-Speed Syne, but not all the cameras support 
that funtion. 


Figure 14.49 The pour is frozen by the short burst of light 
instead ofthe high shutter speed. 


I you look through magazines, you will see a lot of examples af 
splash photography in the advertisements for drinks. Noting looks 
quie as refreshing as a couple af ice cubes anding in a fresh drinke. 
This might look ike it is really dificult ro do, but actually it ean be 
accomplished with a single Speedlight and some patience. Por 
Figure 14.50 , 1 Alied a glass with some water, colored slighty 
with yellow food dye, and then proceeded to drop an ice cube into 


the drink from above and pressed the shutter release button as the 
fee cube hit the water. Again, using a fast shutter speed and the 
ability of Nikon's CLS to syne at high shutter speeds allowed me to 
freeze the splash. The lighting consisted of a single SB-800 in a 
sofibox overhead and an SB-800 behind and below the glass with a 
‘blue gel to light up the background. The light was placed close to 
the background and angled upward to give the gradient effect to 
the light 


Figure 14.50 As the ice cubes splashed down into the glass af 
liquid, rhe 1/2000 shutter speed froze the splash. 


Final Thoughts 
‘The lighting for photographing objects isn't that much diferent 
than for photographing people. It is actually beneficial for portrait 
photography to lear how to light inanimate objets because you 
fan take you time and adjust the lights without the subject geting 
tired or impatient. You also don't have to worry about messing up, 
and you ean Keep working on it uti it E just right 


Experimenting with produet photos can expand your 


‘understanding of light and how it interacts with a subject. If you 
re stuck in art, experiment with some produet photography. 
Plenty of great subjects are probably waiting in your own home. 


V: Speedlights in Action 


This section puts everything together in a series of examples 
starting with one lash and working up to multiple Hashes 
and 17 deal with the same subjects, first lit with 

a single Speclight attached to the camera, then with a single of 
camera fash, and finally with multiple flashes. The different 
Subjects and settings dictate the methods used and the effect the 
lighting needs to have. The general idea is to show you what can 
be done with a single Speedlight and what can be done with 
multiple Speedlights. The section wraps up by discussing how to 

lights far action photography ( J and product 
Photography 
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15. Portrait Shoots with One Flash 


Ta 


Photographs taken with an on-camera Speedlight look berter than 
those taken using the pop-up flash, bur the direction of the light 
‘an still turn your portraits into mere passport pictures If you're 
not careful This chapter shows you how to get the best shot 
possible with a single flash still attached to your camera. Far 
example, using small light modifiers, such as the Rogue 
Flashitenders or Rogue Grid, ean help you change the quality af 
the light produced by the flash. Likewise, a reflector or plain sheet 
of white poster Board ean bounce light where you need it most, 
creating a softer light. 


Dancer 


T always try to match the light with my subject. For this shoot, my 
subject was Jennifer, a ballerina ina tunu with soft tulle, so 1 
needed to keep the light as sort as possible ta be the most 
flattering. My idea was to start simple and soft with a single flash, 
then add a light or two, and end with an action dance pose, For 
this early photograph of Jennifer posing in a chair, I needed a 
solution that would work with the single flash attached tothe 
Camera. An umbrella or a larger sftbax wasn't an option. 

1 decided to bounce the light fom the ceiling to fI the whole 
scene. Because the ceilings were rather high, however, I needed to 
increase the fash output and push some of the light right at the 


subject. The Rogue Flashiender proved to be just the tool far the 
Job, as you'll see. 


Equipment 
‘The equipment for this shoot was the bare basics: one camera, ane 
Jens, and one Speedlight with a difusion dome and a simple light 
modifier, in this case, the Rogue FlashBender {Figure 15.1) 
Specifically, I used the following: 

‘= Nikon D750 DSLR : You can use any camera far this type 
of shot. 

E 24-70mm £/2.8 Nikkor lens : The distance between the 
Subject and the camera dietated which lens T could use. 
Because the Speedlight was mounted on the camera, 1 
needed to be relatively clase or the light woulda’ reach the 
Subject. The 24-70mm facal lengths allowed me to work 
lose t0 the subject” 

E Nikon SB-910 Speedlight : The 8-910 gave me enough to 


power to really ight up the whole room. I suggest using the 
‘58-910, SB-900, 8-800, or SB-700. These will give you 


enough power to light up the space and the subject 

‘a Nikon SB-910 Diffusion Dome SW-13H : The light from 
the Speedlight needs to be diffused, and the diffusion dome 
that ships with the Speedlight does a great Job of this. If you 
don't have the original dome, you can purchase one of the 
‘Sto-Fendifuson domes (ww stofen.com ) far yaur flash- 

lw Rogue FlashBender : I needed a way to create a bigger 
light from the small fash, and the large Rogue FlashBender 
‘ithe Job. It pushed some of the light forward and allowed 
the rest to hit and bounce off the ceiling. 

‘= Background Stand Kit: Creating a studio on locaton 
requires a way to hang the backdrop, and these kits are 
made for that exact purpose. Far example, the Westcott 
Background Support System kit consists af two heavy-duty 
light stands and four metal rods, The rods combine to make 
s heavy-duty cross beam that the backdrops hangs on- 

1 Cloth Background : For this set of photos, used a gray, 
montled cloth backdrop. You can get just about any color or 
pattem imaginable. 


igure 15.1 My camera gear far the shoot was the Nikon D750 
‘with the battery grip installed, a 24-70mm f/2.8 Nikkor lens, 
and the Nikon SB-910 Speedlight with a diffusion dome and the 
Rogue FlashBender. 


1 kept the head of the SR-910 aimed straight up because of the 
weight of the FlashBender. I the fash head was angled at all, the 
weight of the FlashBender caused it to fall back down to aim 
directly ar the subject. use this same basie setup when 
photographing red-carpet events, Although I want the small hard 
Tight of the lash to be larger and softer at these evens, I don't 
have a lot of space to work or the luxury of moving the flash off- 
camera. The results are good, as you can see in Figure 15.1, 
‘which was taken at the 2014 San Diego Comic Con International 
press event, 


Figure 15.2 Shooting the press event forthe Wayward Pines 
television show, I used a Nikon D4 with the SB-900 and the 
Small Rogue FlashBender to soften the light 


Setup 
‘The setup for this shot was simple. Jennifer sat ina chai in front 
of backdrop ( Figure 15.3 ), and the only light came from the 
flash mounted on the camera. The idea was to make that light as 
Þig as possible by bouneing it off the ceiling, while sull directing 
Some of the light at the subject with a diffusion dome and a Rogue 
FiashBender 


Figure 15.3 The setup was simple: the dancer sitting in a chair 
i front of the backdrop. 


Because I wanted to photograph Jennifer in a portrait orientation 
as well, 1 had to adjust the angle of the flash head and the position 
Of the FlashBender. [ured the camera to a vertical orientation 
and adjusted the flash head so that it was aimed vertically, and 


then 1 adjusted the FlashBender, as shown in Figure 15.4 For the 
complete lighting diagram, see Figure 15.5 


i 
Figure 15.4 Here you 


can see the landscape and portrait setups 
with the fash on the camera and the Rogue FlashBender 
tached, 
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Figure 15.5 The lighting diagram shows the simple setup for 
this image. The fash was aimed directly up at the ceiling with 
the FlashBender attached and slightly angled so the light 
“prođuced from the flash filled the whole room with soft light. A 
‘smaller FlashBender would have produced a harder light, and 
‘the larger FlashBender would have been unwieldy on the 


Final Images 


With Jennifer posing in the chair, I aimed the ash straight up and 
slightly angled the FlashBender, One of the great advantages of the 
FlashBender is the ability to bend the bounce surface to more 
accurately aim the light. For this shot, the FlashBender bounced 
Some of the light at Jennifer, while the rest hit the ceiling and 
Scattered all around the room, creating a softer, more even light far 
the portrait. In Manual exposure mode with a shutter speed of 
180 second, 1S0 320, and 1/2 B, T set the camera to Matrix 
Metering and the Speedlight to FTL mode. The camera would now 
tell the flash how much light it needed to put out to properly 
iluminate the scene. With a 1/80-second exposure, the small 
amount of ambient light was negated, and the 1/2. setting helped 
‘me to Blur the background as muchas possible. 

‘The first shot looked slightly underexposed as the camera saw the 
lighter background. 1 increased the flash output by 1 stop (+1) 
and tried again. This looked good on the back of the camera, so 
now the session was all abaut the right pose. I adjusted the camera 


{or portrait orientation shooting and took Figure 15:6. The slight 
shadow behind Jennifer on the backdrop i the result of the 
‘elatively small size of the Nash created by the distance from the 
Camera fo the subject. Even the larger light source created by using 
‘the Rogue FlashBender couldn make the light sof enough atthe 
distance between the flash and the subject, 


Figure 15.6 The dancer in a chair: I photographed Jennifer 


using one SB-910 Speedlight on the camera and a Rogue 
Flashilender to create a larger light source. 


Figure 15:7 was taken with the same settings as the previous shot, 
but I moved in closer to Jennifer, making the light a ite softer as 
the relative size of the light source was larger. The combination of 
the light being diffused with diffusion dome, the light bouncing off 
{he eiling, and the FlashBender directing some of the light ar 
Jennifer created a softer portrait with no hard shadows. 
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Figure 15.7 Moving in closer made the light even softer than in 


Notice Figure 15.6 *s shadow has disappeared from the backdrop in 

igure 15.7 The only difference isthe distance of the light (and 
camera) to the subject. Far the Arst shot, 1 was approximately 18 
feet away from Jennifer, while for the second I moved into about 
12 teet. The different of 6 feet can make a huge difference in the 
quality of light. 


Dugout 
Photographing athletes an location is a real challenge, especially 
when you dant have a lot of time and can't bring in a lot of gear- 
Although soft, diffused light works well for ballerina, It does for 
baseball players. For this photo of Sam, I decided to make a more 
dramatic shot by keeping the light tight and focused. To 
accomplish this, [used a grid over the front of the fash, which 
focused the light and produced litle spil. Tals used a higher 


shutter speed than for the ballerina to reduce the amount of 
ambient light 


Equipment 

For this simple portrait, the gear was quite basie ( Figure 15.8) 
fone camera and lens, plus one flash with a modifier. The one eira 
piece that helped with aiming the light was the TTL cord, whieh 
enabled me to move the fash off the camera. 

‘= Nikon D750 DSLR : You can use any camera far this type 
of photo. 

16 24-70mm £/2.8 Nikkor lens : This lens gave me the focal 
length I needed to photograph the subject and not be so far 
away that the flash couldn't reach. 

E Nikon $8-010 Speedlight : Any of the Speedlights will 
work in this situation. The SB-900 and $B-910 have slightly 

bigger flash heads, which work better with the Rogue Grids, 

buta little gaffer tape solves any looseness. 

m Rogue Grid: This is a great small fash modifier when you 
want to create a tight beam of light. With the three different 

id patterns, it is more versatile than a snoot. 

E Nikon $¢-29 TTL cord : 1 needed a way to have the flash 
think it was stil on the camera but be more adjustable. The 

“TTL cord was the solution to this problem. 

1 Black gaffer tape: The Rogue Grids are great, but they can 
ome lose ifthe fash is moved around a lot The gaffer 
tape works great to hold the grid in place. 


Figure 15.8 The gear for this shot was simple: camera, lens, 
‘ash and Rogue Grid. The Rogue Grid is actually four separate 
pieces: a holder that attaches to the flash, a front piece that 
holds the grids in place, and mo different prid inserts that can 
Stack to create the narrow 16-degree spot. 


‘The great part about the Rogue Grid design is that you can remove 
the grid holder while the mounting piece is stil attached to the 
fash. This way you can easily add a gel or change the grid angle. 
‘The Rogue Grid comes with two honeycomb grids that you can 
stack inside the grid holder in different configurations, You can 
produce 16, 251 and 45-degree grid spots just by switching out 
the grids. I have found that occasionally the grid holder can come 
Jase and fall off the lah, however, so 1 usually use a plece of 
gaffer tape to make sure that i is secured to the fash head, as you 
fan see in Figure 15.9. 


Figure 18:9 To ld securely, tse safier tape 1o attach the 
Rape Gr older othe 8310 Specht mounted ono A 
the camera. ao ed the gaffer peo make sure tat no 
ita out baer seg the sas he 


With the Speedlight mounted on the camera, I needed to take the 
‘hots in landscape orientation to accomplish the look T 
envisioned. With the flash positioned on top of the camera, the 
light striking the subject comes from the top of the frame, which is 
what I wanted. IfI turned the camera into portrait position, the 
Tight would have come from the side of the frame—the wrong 
direction. For that reason, 1 needed a way to change the flash 
position, which is where the TT. cord came into play: 


I needed the ability to alm the flash a little more accurately, so 1 
added the SC29 TTL cord, which would allow me to hold the flash 
in my left hand for aiming. When the fash is mounted on the 


camera with the grid, the grid tends to point slightly downward, 
‘which is not what 1 wanted as it would light up too much of the 
Subjet's legs (Figure 15.10). Using a TTL cord will help you aim 
Four fash more accurately at the subject. 


Figure 15.10 Sam sat in the dugout during the test shots. The 
setting was a simple bench in the dugout with a green wall as 
the Background, The fash onthe camera is ligting up too 
much of the image, especially his legs. 


Setup 
‘The setting for this photo was the dugout at a high-school baseball 
field. The green color af the walls and the rough textures made for 
an interesting and somewhat gritty look and feel. I wanted to 
accentuate this griy feeling- -another reason to use a harder, 
more focused light. 


Because I could hold and aim the light but was limited by my arm 


length, had Sam sit facing toward me ( Figure 15.11 ). T wanted 
the light aimed at his face to be the maln light in the seene and not 
have any of the ambient light affect the image. Ta do this, T used a 
{ast shutter speed (1/200 second) to reduce the amount of ambient 
light and a deeper depth of feld (1/63) as 1 wanted to make sure 
to capture some of the texture of the green wall. You can see the 
lighting diagram in Figure 15.12 


Figure 15.11 Sam sat in the dugout during the test shots. The 
Toof over the dugout caused the whole area to be in deep 
shadows. 


Sine w monona 


Figure 15.12 The lighting diagram shows the sho’ simple 

Selup. 1 was only about 12 feet from Sam and had him lean 

forward a litle to provide some separation between the wall 
‘ad his head 


The dificult part of creating this image was holding the flash at 
the right angle while aking the photo. 1 would love to tell you that 
it worked perfec every time, but that would be a lie. As you can 
see from Figure 15.13. the light wasn't quite on target for a few 
Shots. didn't take me (and won't take you) long to get the final 
shots, but geting the light just right needs an extra frame or two. 


Figure 15.13 In this outtake, you can see that the flash is 
aimed off to the right and not on the subject. It does take a 
couple af tries to get the light aimed where you want it 


Final Images 


In Figure 15.14 the focus is on Sam with tight light created by 
using the two grids stacked. The spill of the light and the beam's 
tightness depend on the size of the grid you use: The smaller the 
degree, the tighter the beam of light is- The Rogue Grid uses a 
degree grid and a 45-degree grid. When you put both in the holder 
you ger a 16-degree grid. 


Figure 15.14 Adding the 25-degree grid to the 45-degree grid 


in the grid holder creates a 16-degree light, which is much 
tighter light that really worked for tis image. 


‘The photo was taken with the camera in Manual mode, set at 
1/200 second, 150 400, and 1/63. The SB-010 was ser to TT. 
mode, which worked great and gave the correct exposure on Sam's 
face. The flash was attached to the camera with a TL cord 
allowing me to aim the fash This worked well but does take some 
practice. Itis important to stay in the same position between 
Photos, while checking that you are aiming the flash carrertiy 
‘during the shots. With the grid attached to the Speedlight, there is 
nor a lot wiggle room in where to aim the flash, because the beam 
of light is so tight and without much spill 


Kids 
Photographing multiple subjects with a single, on-camera 
Speedlight is pretty easy—if they are all grouped tightly together 
and facing the camera. When the subjects are a spread out (as kids 
usually are), the challenge increases because the light is attached 
to the camera and can't Þe aimed at more than one subject at a 
time. 

As a solution for my session with these kids, I used a combination 
of the ambient light already in the seene and some flash into a gold 
fefletor, which bounced same of the light back into the image, 

and a TTL cord allowing me to control the direction of the light. 

My idea was to match the colar of the light coming through the 
window by using the gold reflector to bounce and change the color 
of the ight from the Nash. 


Equipment 
My equipment list will look familiar fram the previous sections 

‘Nikon D4 DSLR : Any of the Nikan DSLR cameras will 
Work in this situation. 

m 24-70mm £/2.8 Nikkor lens : The working distance was 
really ight, and 1 needed the wide-angle focal lengths. | 
so needed to be pretty close to the reflector because the 
‘TTL cord does not have that much reach and the fash was 
Just sitting on the foor in front of the reflector. 

‘= Nikon $8-910 Speedlight : Any of the Speedlights can 
work in this situation. 


ETL cord : The TTL cord allows me to take the flash off the 


camera, but the flash and the camera still think that they 
are connected. 

‘= Gold reflector: The god reflector enables me to bounce 
the light and change the color in a single step. The reflector 
Isa great tol to soften the light 


‘The only new piece of equipment here is the gold reflector ( Figure 
15.15 ) Most reflectors come with multiple covers providing you 
with different colored surfaces to reflect the ligt. To get a warmer 
light, Ike to use the gold or gold'mixed-withawhite side, 
depending on how much gold 1 want in the image. Another way to 
add a warmer light isto use a colored gel over the flash. If you opt 
to use an orange gel, then you probably want to use a white 
teflector, or the light being bounced into the image might end up 
Joking more like a radiation glow than a warm tane. Because I 
was shooting in the morning, the ight coming from the window 
‘was warm and quie bright. The light from the flash and refletor 
‘was intended to add some fll and even out the overall light 


i 
Figure 15.15 The gear for this shoot was basie. I always have a 
Teco (o rwo) with me because you never know waen You 


‘will need to bounce or block the light. 


Setup 
‘The photos of the kids were taken in their living roam, which 
Included a large window that provided great available light. 
planned to supplement thar light using the 8-910 on my camera 
fo make thar light bigger and softer. st up the large gold 


‘eflector to my right and angled it 1o bounce the light into the 
Scene, creating a more natural-looking flight could have tried 


to use the reflector alone to just bounce the window light, but 1 
‘wanted more control aver the direction of the bounced ight. The 
Kids were posed as shown in Pigure 15.16 with the reflector aff to 


the side. You ean see the lighting diagram in Figure 15.17 


Figure 15.16 The kids were playing a game on the floor, so 1 
positioned the Nash and the reflector to bounce the light into 
‘the scene. I positioned the fash on the floor and attached the 
"TTL card so that the flash could stay in front of the reflector 


while 1 moved the camer 


Figure 15.17 The lighting diagram shows where the reflector is 
in relation to the kids, Because the flash i attached tothe 


camera with the TTL cord, the camera ean move without 
‘hanging the flash postion. 


Final Images 
‘The key to getting this photo to look natural was not to overpower 
‘he natural sunlight but to add just some AI light to the image. It 
stil needed to look as if the only light source was the sun coming 
through the window. 

1 wanted just a small pop of light to bounce off the reflector, so L 
set the Speedlight to Manual mode and the flash power to 1/16 as 
a starting point. The camera was set to Aperture Priority mode at 
175.6 and 150 800. The shutter speed determined by the camera 
was 1/25 second for the first exposure, as shown in Figure 15.18. 
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Figure 15.18 From this overhead angle, 1 can see that the light 

is actually pretty even aver the kids, s now it is just a matier 
‘of changing the composition. 


For the second shot, I got down on the loo and photographed the 
kids playing from ther level (Figure 15.19 ). 


Figure 15.19 Changing my position didn't change the light at 
all because the lash and the reflector didnt move. 


‘The key to this technique is to not overpower the existing light 
source or create a conflicting light source. The best way to check 
for a conflicting light souree is to lok at the shadows: they should 
fallin only one direetion. If you see two distinet shadows in wo- 
directions, then the image will look unnatural. 


Cody 
When photographing Cody in his home, I wanted to bounce the 
fash off a white wall to create a larger, softer light source. I had 
never been at the location before, so 1 packed a piece nf white 
poster board that could be used as a stand-in for any white wall 
Because Cody isa singer and songwriter, | wanted to get a natural 
feel to the images and have him playing a guitar. 


Equipment 
‘The equipment for this shoot of Cody was really simple: a camera, 
fash, and bounce surface (Figure 15.20 ). 1 also brought along a 
portable black background in ease I needed to block out the 
Background. When I don't know what the shooting location will 
look like, I make sure 1 have some basic pieces that allow me ta at 
least create a portrait against a black background. 

= Nikon D750 DSLR : You can use any DSLR for this photo. 


m 24-70mm £/2.8 Nikkor lens: needed a lens that would 
allow me to capture both the subject and some of his 
Surroundings, plus that would allow me to work in close 
Because the fa was on the camera and needed to 
illuminate the scene with bounced light, I'eouldn't wark 
further away. The 24-7Omm lens worked perfectly. 

E Nikon 58-700 Speedlight : Any of the Speedlights will 
work ia this situation, 

= White poster board : When you want to bounce your fash 
off a nearby wall or ceiling to create a softer light and 
hothing is available, a piece of white board wili work as a 
Substitute. 

‘Black portable backdrop : This portable backdrop is white 
‘on one side and black on the other. It works wonders as a 
backdsop or as a big flag to block out other light sources 


Figure 15.20 This is a basie kit: a camera, lens, and flash, along 
with the portable backdrop and white board. Many times you 
will be able to use existing walls or ceilings to bounce the ight. 
When you can't, a piece of poster board works great 


My plan for this shoot was to use the white poster board asa 
reflector to bounce the light into the scene. You could just as easily 
‘sea white wall or an actual reflector, but white poster board has 
Two big advantages: 
m Inexpensive : This piece af white board cost less than $10 
and has lasted me for more than a year. It isn't all that 
pristine anymore, but it does exactly what 1 want it to do: It 


acts as a substitute for a white wall. I either lean the poster 
oard against same furniture or use a big clamp and a light 
stand to hold it up. 

m Adjustable: One of the nice things about having your own 

piece of reflective material is that you can place where 
You need it. If you use an existing wall to bounee the light, 
you are limited by the angle you cant just pick up and 
move the wall. 

‘There are also some disadvantages 


Size: A wall is bigger than any piece of board you are 

going to being, so the light will be softer from the big wall. 
1 Easily damaged : The poster board is made of paper, so it 

is easily damaged and may need replacement quite añen if 
you use it frequently. 

| took the black backdrop with me as a precaution, in case I needed 

to block the light from bouncing off the background. Planning 

ahead paid off, because | did need to Block the ight and the 

Þackärop made the whole process easier. 


Setup 
‘The idea fr this photo was to illuminate Cody with the light 
‘bounced offa white wall or if there wasn't a properly positioned 
wall, then off the white poster board instead Bouncing ereates a 
larger, softer ligh rhan wich the straight flash. Many times you can 
bounce the light off a nearby wall ar ceiling, which works great. 
When you don't have a wall handy or the ceiling is 10o high, 
however, a piece of white poster board or a white reflector i an 
‘effective substitute. The general concep is that the small hard ight 
from the Speedlight becomes a larger softer light when it bounces 
of the lager surface. 1 placed the whiteboard next to me at 3 
sight angle and then Just rotated the flash head so that it was 
aimed at the board and not at Cody. Figure 15.21 shows the 
actual setup, while Figure 15.22 provides a lighting diagram. 


Figure 15.21 You can see the position of Cody on the floor in 
front of the couch. The black portable backdrop behind him 


‘blocks the light from bouncing off the glass doors 


m 
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Figure 15.22 As you can see in this lighting diagram, the setup 
Tor this shot is simple: The flash on camera is aimed and 
bounced off the paster board to the left, creating a large soft 
light thar illuminates Cody who was sitting in front of the 
ouch, 


Final Image 
For this image, I took a series of test shots while Cody sat an the 
foor playing his guitar (Figure 15.23 ) 1 wanted ro be sure that 
the angle and light were right 


Figure 15.23 1 took afew test shots of Cody to check whether 
the lighting was how I wanted it 


1 set the camera to 180 400, £/5.6, and 1/250, which got rid of 
‘most of the ambient ight and allowed the reflected light from the 
‘whiteboard to fil the room as planned. Once 1 had the lighting as 
T wanted it, 1 fine-tuned the composition by adjusting my position 
slightly and asking Cody to look up at me, as shown in Figure 
18.24 The SB-700 was set to TTL mode with the flash 
compensation set to +1 to pump out more light. This photo was a 
Ile fat as the light was a Hle flat, bur It was a good start to 
where I wanted to go with lighting Cody. 


Figure 15.24 In this final shot of Cody, you can see the small 
light of the fash reflected in his eyes and the angle of the Mash 
Bouncing off the board, creating the shadow on his right side. 


Librarian 
A great locaton and a willing subject can come together to make a 
‘really fun image. For this shoot, the library location was both great 
looking and challenging to use. The long shelves of books made 
lighting the subject difMeul, especially because there was no spot 
to put the light where it wouldnt be in the photo. 


Equipment 
The equipment for chis shoot needed to throw the light down the 
path Derween the shelves of books. Besides the camera and lens, L 
needed a way to control the spread of light because E didn't want 
the books to be brighter than the librarian, 
= Nikon D750 DSLR : Any camera can do far this photo. 
1870-200 £/2.8 Nikkor lens : I needed to work quite far back 
from the subject and wanted the long focal length to 
‘compress the scene. The 200mm focal length was perfect 
for this 
E Nikon $8-910 Speedlight : Almost any Speedlight can 
work in this situation. 1 wanted full power to each the 
Subject, so fresh batteries were a must, and the SB-500, 
58-400, and $8-200 probably wouldn't have eut it 


la Light stand : I needed a way to keep the flash in the sume 
place fr the shoot, and a basie light stand worked great. 


12 TTL cord : The secret weapon in my camera bag isthe TTL 
or, which allows me to get the flash off the camera, ke 1 
did fr this shot. 


E Snoot : 1 needed to control the spill af the light so that it 

didnt strike the area closes to the camera frst. A snoot was 
the way to go. Specifically, used the Rogue FlashBender 
rolled up as a snoot. 


‘The gear shown in Figure 15:25 is all I needed to get this shot. 


i 
Figure 15.25 The great part about using the Rogue FashBender 
Ts tat you ean use it as a snoot (as i for this shot) arto 
‘bounce the light, as you will see in Chapters 18 and 17 


Setup 


For this shoot, I used a combination of the window light coming in 
atthe end ofthe library stacks and some flight supplied from 
the snooted SB-910. The Arst step was to set the exposure for the 
ambien light in the scene. At ISO 1600 and &/28 with a shutter 
Speed of 1/60 second, the scene was nice and bight with the 
‘window overexposed and completely white, as shown in Figure 
1526 


NIKON D750 150 1600 1/60 SEC. F/28 
Figure 15.26 This test shot shows the basic composition of the 
scene with the window overexposed. Next I needed to add the 
fl light and the subject, 


‘added the fill light using an SB-010 with a Rogue FlashBender 
acting as a snoot. To keep the light in position, 1 attached the flash 
fend ofthe TTL cord ta the light stand and then slid the flash into 
place. You can see how the fash is aimed down at the librarian in 
Figures 15.27 and 15.28 , This allowed me to move the camera 
around and adjust the composition ofthe seene without having to 
‘worry about the light moving. 


igure 15.27 1 
itto the light stand using the mounting hole an the Bottom of 
the TTL cord. 


Figure 15.28 Having the Speedlight mounted on a stand meant 
that T didat have to worry about the light changing position 
When I moved the camera. The snoot kept the light fom 
‘aking the area closest to the camera too bright 


Figure 15.29 shows the lighting diagram fr this shot. This setup 
took advantage of the bright light coming through the window. 


A 


Figure 15.29 The lighting diagram shows how simple this 
setup was, 


Final Image 
‘Before taking the final image with the subject in place at the end af 
the rows af books, I needed to adjust the flash to light up her face 
and not Just bounce aff the window. T also increased the shutter 
speed to reduce some of the ambient light in the scene. The final 
image was shot at 1/125 second, {/28, and ISO 1600 with the 
Tash set to TTL and +3 power to push the light down to the 
subject. You ean see the resul in Figure 15.30 


Figure 15.30 Using the window light to illuminate the 
background and the flash to balance out the light, I captured 
the final image 


Final Thoughts 


Many times Ihave been expected to make an interesting or 
flattering image of someone at the lst minute, using the materials 
on hand. Getting a great portrait with a single flash on the camera 
is diffieult, but practicing Beforehand with the same restriction can 
make succeeding in the real world easier. One way I stack the deck 
in my favor is to pack a TTL cord in my bag so that at the least T 


‘can iry to get the lash up and off the camera, even if it is by only a 
foot or two. 


[As you will see in the following chapters, when you can take the 


flash off the camera, you can better control the angle of the light in 
elation to the camera for etter results. But you need 10 have a 


starting point, and a single, on-camera lash is a good one. 


16. Portrait Shoots with One Off-Camera 
Flash 


The creative possibilities Blossom when you move your flash off 
the camera. Not ony can you change the direction of the light 
telative tothe camera, you can also change the composition of 
your image without affecting the lighting To demonstrate, this 
Chapter revisits the subjects from Chapter 15 , but this time I used 
‘single off-camera fash in Remote mode for the portraits. 

Although the techniques that follow use only a single fash as 
lighting, depending on which camera and Speedlight you are using, 
you might actually need nvo fash units, one as the light source and 
the other as the controller on the camera. For the images in this 
‘chapter, used either the SU-800 or another Speedlight in 
Commander mode to trigger the remore Mash, Because T used only 
one Speedlight aff the camera, I kept it ser as a remote in group A, 
‘sing channel 1 


Dancer 
For the portrait of Jennifer at her Pilates studio, I wanted a really 
soft light on her. To get the biggest possible light on Jennifer, 1 
‘sed a large umbrella, which rums a small Speedlight into a big, 
sofier light. The downside to using an umbrella instead of a softbox 
îs that the light is nor as controllable. The ight blasts out of the 
flash into the umbrella, bounces all around, and comes blasting 


‘back out in all directions. 


Equipment 
‘The equipment for this shoot was basie: a single camera and lens 
and one ofl camera SB-910 Speedlight with the SU-800 
Commander to trigger it ( Figure 16.1). Ta create the soft light, I 
decided to use a large umbrella, which needed a light stand and 
bracket tø hold it. The umbrella 1 chose had a black removable 
cover, enabling itto serve as a shoot through light modifier or a 
bounced ight modifier, 1 chose to use it as a bounced light 
modifier, aiming the flash into the umbrella so the ight was then 
Bounced tack at the subject. This gave me slightly more contral 
over the spill af the light Here's the entire gear list: 

E Nikon D750 DSLR : You can use any camera for this type 
of shot 

m 24-70mm (/2 -8 Nikkor lens The focal length range of 
this lens allowed me to capture the scene as I wanted. L 
‘could have used a longer lens but would have had to back 
up farther away from the subject, and there wasn't a lat af 
space to work 

E Nikon $8-910 Speedlight : The 8-910 gave me enough to 
ower to really Iight up the whole scene, but any ofthe 
‘Speedlights that support Remote mode would have worked. 

E Nikon SU-800 Commander unit : 1 needed a way to 
trigger the SB-010 from the camera, and the SU-800 Is built 
for that task. Any Speedlight that can act as a Commander 
ould be used or even the built-in flash, if your camera 
Supports that funetion. 

m Umbrella: An umbrella is a great way to create a soft light 
from a small flash. The umbrella that 1 used here was a 
convertible version, meaning it could be used with its cover 
in place to bounce the ight aut of the umbrella or as a 
shoot-dough umbrella with the cover off. sed the 
Westeot 60-inch optical white sarin umbrella without its 
black, removable cover for this shoot 

se Light stand : A light stand was needed to hold the umbrella 
and flash in place. 

‘= Flash bracket/umbrella holder : This is the device that 
gos between the ligh stand and flash that rhe umbrella is 
attached to. It allows far the light to be angled up ar down 
as needed. 


1 Frio universal locking cold shoe : This litle wonder goes 
‘on the flash bracket and holds the flash in place It works 
reat, and 1 know that the lah isn't going to fall out or 
Eome loose. 


‘a Background stand kit: Creating a studio on location 


requires a way to hang the backdrop, and these kits (like 
the Westcott Background Support System) are made for that 
exact purpose. The kit consists af two heavy-duty ight 
Stands and four metal rods. The rods combine to make a 
heavy-duty crossbeam that the backdrops hangs on 


m Cloth background : For this set of photos, I used a gray 
mortled cioth backdrop. You can get just about any eal or 
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Setup 
‘The concept behind this image was to create a large, soft light to 
Iluminate Jennifer. For this, 1 placed the Speedlight and umbrella 
on a light stand off to the camera's right. The SB-910 was placed in 
the Frio cold shoe and aimed into the umbrella (Figure 16.2 ) s0 
that the light bounced out of the umbrella and ont the subject. 
For shots like this, be sure that the remote sensor on the Speedlight 
an see the signal fram the SU-800 on the camera. 


Figure 16.2 Here the S010 is mounted inthe Frio cold shoe 
and placed on the light stand. I attached the umbrella by sliding 
the shaft into the hole and then tightening the locking serew. 


1 next positioned the light in front af Jennifer and aimed itby 
pointing the shaft of the umbrella that comes out of the umbrella 
Bolder where I wanted the light to go. When using this Technique, 
don't worry about absolute accuracy, because the light will spread 
out and go everywhere. You can see the basie setup in Figures 
16.3 and 16.4 . The light is up high and offto the side with 
Jennifer looking up to the light. 


Figure 16.8 The SB-010 is inside the umbrella and aimed back 
So that the light bounces out of the umbrella, The single 
Speedlight produces a pleasing soft light. 
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Figure 16.4 The lighting diagram for this image shows the 
Placement ofthe light, subject, and backdrop. 


Final Image 
For the finat image, I set the SB-910 to Remote mode using channel 


1 and group A and triggered it rom the eamera using the SU-800 
Commander. The lash mode was set to TTL, and the power was 
{increased by +1. 1 set the camera to Manual mode with a 1/80. 
second shutter speed, an 1/28 aperture, and an ISO of 320. 1 did 
not have to worry about freezing the action, so a slower shutter 
speed was perfectly fine. The shallow depth or feld ereated by the 
aperture of [72.8 still wasn't enough to Blur out the backdrop 
‘beau the distance between the backdrop and the subject was 
small (Figure 16.5 ). 


NIKON D750 150320 1/80 SEC. F728 
Figure 16.5 The soft light is perfet for a photograph of a 
ballerina, and because the flash wasn't on the camera, I could 
‘move around and change the composition without affecting the 
position of the light- 


Dugout 
Getting the flash off the camera allowed me more flexibility in the 
ramped dugout. T stil Ut Sam ftom the front, but I was able to 
change my shooting position, which changed the whole 
composition of the image. 


Equipment 
‘The equipment for this shoot was nearly identical to what L used 
for the “Dancer " portrait, with the exception of the light modifies 
For this shoot, I used the new Rogue FlashBender 2 XL Pro Lighting 
System instead of the large umbrella. As youl see, that small 
change in gear changed the whole laok of the image. Here is the 
complet list for this shoot (Figure 16.6) 

= Nikon D750 DSLR : You ean use any camera for this type 
of shot. 

m 24-70mm £/2.8 Nikkor lens: wanted to use a wider 
angle hereto get more of the surrounding area in the photo 
‘The 24-70mm foal length range was ideal 

E Nikon $8-910 Speedlight : I chose the SB-910, but for this 
type of shot you could use any Speedlight that supports 
Remote mode. Because of the size of the light modifier, 
however, I would stiek with the 8-600, SE-700, 58-800, ar 
 SB-900/010 and avoid the smaller SB-500, because it wi 
have issues connecting to the FlashBender 2 XI. Pro. 

‘= Nikon SU-800 Commander unit : 1 needed a way to 
trigger the SB-010 from the camera, and the SU-800 is built 
for that task. Altemately, you could use any Speedlight oF 
builtin fash that can aet as a Commander, 

E Rogue FlashBender 2 XL Pro Lighting System : This is 
the largest FlashBender that Rogue makes, and when used 
with the strip grid, it produces a larger light that ls still well 
controlled. Unlike an umbrella, the light does nt spill out 
all over the place but is kept contained by the grid. 


le Light Stand : A light stand held the flash and light modifier 


in place. 

E Flash bracket/umbrella holder : This is the device that 
goes between the light stand and flash. It allows far the 
light to be angled up or down as needed, and far this shot L 
used it without the umbrella. 

1 Frio universal locking cold shoe : This little wonder goes 
on the flash bracket and holds the flash in place. It works 


great, and I know that the lash st going to fall out or 
Eome Ioose. 


NE all 
Figure 16.6 You could easly carry the whale se of ea used 
‘orth phono in small bag 


‘This was the first time I had used the Rogue FlashBender 2 XL Pro 
Lighting System on a shoot. This large light modifier needs to go 
over a Speedlight that is pointed straight up (Figure 1627 then 
you can add the included strip grid over the front of the modifier ( 
Figure 16.8 ) to control the spill of the light, 


Figure 16:7 The Rogue FlashBender 2 XL Pro Lighting System 
attaches to the SB-910 Speedlight and vertically creates a large 
reflective surface. 


Figure 16.8 Attaching the strip grid to the FlashBender 2 XL 
Pro gives you more control over the light spill- 


setup 


For this version ofthe Dugout portrait, E mounted the S8-910 on 

the light stand using the flash bracket and the Frio cold shoe. Next, 

‘attached the FaehBender 2 XL Pro and the strip grid to the flash. 
‘and 16.10 illustrate the position of the light and 


Figure 16.9 positioned the single Speedlight with the Rogue 
FlashBender 2 XL Pro Lighting System positioned in front of the 
dugout. 
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Figure 16.10 The lighting diagram for the dugout photo is 
simple. 

1 positioned the whole setup in font of Sam to start. After a few 

test shots and adjusting the position of the ight, found the setup 1 

wanted. The next step was to dial in the exposure 


With the camera set to Manual mode with 1/200-second shutter 
speed, an aperture of 176.3, and an IS of 400, I set the fash mode 


{or the remote SB-010 to TTL using the SU-800 on the camera. The 
‘TTL mode allowed the ash to adjust the ash power automatically 
depending on the camera settings and the light meter reading. This 
‘resulted in an image that was well exposed but too bright for what 
‘wanted, as you can see in Figure 16.11 


Figure 16.11 Photographing Sam in the dugout with the flash 
‘set on TT created properly exposed image, but it was too 
‘bright for my liking. 


‘The last step was to reduce the output of the flash to get the 
exposure that I wanted, not what the ash thought was correct: 


Final Image 


1 captured Figure 16.12 the final image, with the SB-910 ser to 
Remote mode, channel 1, and group A-1 triggered the Speedlight 
from the camera using the SU-800 with the lash mode set to TTL 
and the power set to “1. This gave me the proper exposure with 
the camera set to 180400, {6.3 and 1/200 second. 


Figure 16.12 With the flash power controlled from the SU-800, 
Twas able to adjust the power of the flash from the camera to 
fine-tune the exposure without having to move. For this final 

image, I had Sam look over to the camera 


Kids 
For Chapter 15's photograph of kids playing, I used a gold 
reflector to bounce some light from the on-camera flash into the 
Scene. This time, by taking the Speedlight aff the camera, was 
able to light the scene and then move around unencumbered so L 
‘ould focus on the kids instead of on where the light was. My goal 
for this photo was to have a single light set up that would 
illuminate the entire seene, allowing me to concentrate on the kids 
and wait for the right moment to take the photo 


Equipment 
The minimal amount of gear I used for this shot was on purpose; I 
didn't want to spend too much time setting up lots of stands, lighis, 
and modifiers. I have found that when working with kids, the 
{aster you set everything up the more photos you can actually 
take. Using the built-in flash on the Nikon D730 meant that 1 
needed oniy one Speedlight and ane ser of batteries. Here is the 
gear that | used Tor these photos! 

‘= Nikon D750 DSLR : 1 used the Nikon D750 because it has 

the ability to use the built-in flash as a Commander for the 


off-camera Speedlights 

m 24-70mm 1/2 8 Nikkor lens: The distances in the room 
dictated that T needed a wider-angle lens. 

‘= Nikon $8-600 Speedlight : 1 chase the SB-600 because it 
‘can be used as a remore and can be triggered by the built-in 
fash on the D750. 

1m Wescott Rapid Box : This softbox is sturdy, is easy to set 
up, and comes with all the hardware needed to mount the 
Tash into the modifier. 


1 Light stand : needed a way to position the softbox, and a 
good lighe stand was the way to go. 

Figure 16.13 iustrates how little gear was actually used for this 

photo, 


~ 


Figure 16.13 I needed only one fash for this shot because 1 
‘could use the built-in flash onthe D730 to trigger the 58-600 
‘Speedlight 


Setup 
For a shot like this, your first step is to set up the built-in flash as 
the Commander used to trigger the off-camera flash. Use the menu 
system on the camera, a D750 in my case, to set the flash to 
Commander mode, and fram there you can set the mode and 
power of the remote fash. 1 set the Remote SB-600 Speedlight to 
hannel 1 and group A so that it was the only Hash firing. Figure 
16.14 shows that the settings that trigger the remote flash in TTL. 
mode wil not fire the Built in flash. 
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Figure 16.14 Use this menu on the D750 to set the builtin 
‘ash to Commander mode. 


After I placed the SB-600 in the Westcott Rapid Box, I positioned 
the fash at the far end of the room as high up as possible and 
aimed slightly downward to make the light look more natural 
Although it wasn't as soft as it would have been if the light was 
loser, it did produce a more even lighting on the different faces. 
You can see the position of the light in Figure 16.15 and the 
lighting diagram for the setup in Figure 16.16. 


Figure 16.15 The S8-600 was set up off-camera in the softbox 
and placed quite far away from the kids playing. You can see 
‘that the softbox was placed high up and angled slightly down to 
‘mim the natural direction of sunlight. 
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Figure 16.16 The postion of the single light across from the 
subjects shows how lite gear was actually used for this image. 


Final Image 


‘The session started with three kids playing, but along the way to 
the final shot, they were joined by another playmate: Ta be clear, 
{his was not a posed group shot, instead just a moment captured in 
time” Onee the light is setup and working for this kind af shot, you 
an Just sit and wait until the moment is right. For Figure 16.17 1 
‘Wald until Noah turned to the camera and then took the photo 
The one technical aspect to pay attention to when using the built- 
in flash to trigger an external, remote Speedlight is thatthe remote 
flash needs to see the builtin fash Make sure you're positioned 
‘where the camera isn't roo far forward of the remote Speedlight. 


Figure 16.17 With the light setup and in position, all you now 
have to do is wait undi you get the expression you want. 


Cody 
Inthe previous chapter, I photographed Cody with a single Nash on 
‘the camera using a white poster Board to bounce the light. With 
the flash removed from the camera, 1 was able to use a softbox as a. 
small fash modifier, which gave me more contral over the light. 


Equipment 
‘The main piece of equipment for this shoot is the Westcott Rapid 
Box Octa light modifier. This softbox is easy to use and produces a 
really grear light. As a bonus, it isn't expensive. Figure 16.18 
Shows the gear for this shoot, and here's the list 
= Nikon D4 DSLR : You can use any of the Nikon DSLRs for 
this type af shoot. Because the D4 does not have a builtin 
fash; I needed a second flash to trigger the remote 
Speedlight 
1=70-200mm 1/2 8 Nikkor lens : The longer focal lengths 
‘compress the background allowing me to 200m in tight and 
Keep the background Black using the portable backdrop. 1 
prefer to shoot at the longer focal lengths, but aften there 
[Snr enough space because you need at least 4.6 feer 
between the subject and the front of the lens. 


m Two Nikon $8-910 Speedlights: used one flash in 


Remote mode to light up the scene, while the other was the 
Commander to wigger it I you have a camera tha allows 
the pop-up flash to trigger the emote, you donot need the 
second Speedlight. 

‘a Nikon SB-910 Diffusion Dome SW-13H : Adding the 
ditfusion dome to the flash that goes into the softbox helped 

to diffuse the light even more. 

E Westcott Rapid Box Octa : This softbox is designed fr use 
with small a fash and does a grear Job. Tt comes with a 
fash holder that enables you to til i, so you don't need 
any additional hardware. 

ta Light stands : The softbox needed to be positioned on a 
light stand, and a second light stand held the background. 
When choosing a light stand, make sure to get one that is 
sturdy enough to hold both your flash and any modifiers 
you might use. 

‘= Clamp : 1 used a basie clamp to attach the background to a 
Tight stand so that it didn't fall over. (l usually just ean it 
up against a wall) 

1 Black portable backdrop : This portable backdrop is white 
‘on one side and black on the other. It works wonders as a 

backdsop or as a big flag to block out other light sources 


Figure 16.18 This shoot needed two Speedlights, one asthe 
emote ash and one as the Commander unit, because the D4 


‘doesn't have a built-in fash to wigger the off-camera flash. 


‘The Westcott Rapid Bax comes with the hardware that allows the 


‘ash to be mounted so that the flash goes in the back af the 
Softbox. With the diffusion dome oa the flash, the fit can be tight, 
but careful positioning of the flash will make it fit You can see the 
flash attached to the softbox in Figure 16.19 
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Figure 16.19 Hore the S8-910 is mounted in the Westcott 
Rapid Box Oera. You can see the A is prety tight withthe 
diftusion dome in place, but it will fit 


Setup 


The setup for this shot was similar to the image in Chaj 
Instead of having Cody on the floor in front of the couch, however, 
Tasked him tø sit on the couch and aimed the softbox at him from 
across the room. The tighter composition resulting from the 70- 
200mm focal lengths allowed me to use the backdrop behind Cody 
to create a clean, black background. I clamped the backdrop 10 @ 
Second light stand to keep it from falling over. The distance 
between Cody and the background was grear enough that the light 


didn't lighten the black background. 
Figure 16.20 shows the position of both the softbox and the 
background. To get a better idea of the position of the softbox in 
‘elation to Gody, see Figure 16.21 


"Figure 16.20 The basie setup shows the position of the 
backdrop and the position of the saiba: 
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Figure 16.21 You can see the softbox in elation to where Cody 
is sitting and playing. 


You can see that the wall is actually a series of glass doors that 
wouid reflect the light from the ash if the light was not 


controled. 1f, for example, I used an umbrella, the light would also 
bounce off the window creating unwanted light on the subject. 
Using the softbox gave me mare contral over the spill af light. 

The lighting diagram (Figure 16.22 ) for the photos shows that 
the softbox is actually aimed a little to the left of Cody, allowing 
for some shadows on the right side af the frame, as you will see in 
the final images. 


Figure 16.22 In the lighting diagram for this image, notice the 
Postion of the softbox. Kemember, you need to position 
yourself where the lash on the camera can be seen by the fash 
in the sftbox, 


Final Images 
‘The first SB-910 was set to Remote mode and mounted in the 
Westcott Rapid Box, and the second $8-910 was set t0 Commander 
mode and mounted on the camera. 1 set both of the Speedlights to 
channel 1 and the remote to group A. For the camera's settings, L 
chose Manual mode, 1/250 second, 1/5.6, and ISO 100. These 
Settings rendered the background a pure black and gave me 
enough of a depth of feld to make sure that Cody and Ris guitar 
‘were both in focus. The SB-010 that acted as the Commander set 
the Flash mode for group A to Manual and the power at 1/8. This 
‘resulted in Figure 16.23, which stil! looked a lirle bright t0 me, 
so I adjusted the power of the fash down to 1/16, which resulted 
in Figure 16.24 . The power of the Nikon CLS system is that you 
can change the power of the fash from the camera without having 
to actually touch the flash. 


"igure 16.28 A ght portrait of Cody with his Taylor guitar 
used light from a single SB910 in a softbox, 


Figure 16.24 Using the same settings as the previous image but 
With a lightly lower flash power eeated a slightly moodier 
image. 


Librarian 


Photographing a librarian between rows of books, also known as 
the library stacks, is a lot more fun when you ean position a 
emote flash. The idea for this photo was to Ride the light between 
the books so thar the light is coming out from where the librarian. 
is ooking. The most dificult part af this photo was to position the 
Commander unit in a way that the remore flash ould see it 


Equipment 
‘The equipment for this shot was similar to the list for Chapter 15's 
Tibrarian portrait with the addition af the SU-800 and the Justin 
clamp: 

= Nikon D750 DSLR : Any of the Nikon DSLR cameras can 
work 

1270-200 1/2 8 Nikkor lens : I needed to work quite far 
back fom the subject and wanted the long focal lengths to 
compress the scene. 

‘a Nikon SB-910 Speedlight : Any Speedlight rhat can be set 
to Remote mode can be wed here. chose the Si-910 
because it was the lash I had on hand. 

‘a Nikon SU-800 Commander unit : To trigger the off- 
camera flash, I needed rhe SU-800 Commander unit (ar a 
Second Speedlight). In this scenario you cannot use the 
builtin fash to trigger the remote lash because it can't see 
the camera. 

Rogue FlashBender : I wanted to control the spill of the 
light as it came through the bookshelf, and the large 
FiashBender allowed me to do that by adjusting the bounce 
off the light 

m Justin clamp : The $8-910 needed to be clamped to the 
backside of the bookshelf and a Justin clamp was the best 
taal for the job. It 1s possible to use a second light stand or a 
diferent clamp, but this works great 

1 Light stand : I needed a way to keep the SU:800 in position 
‘so thatthe SB-010 could see the trigger signal 

ETL cord : 1 used the TTL cord so that I could move the 
'SU-800 ofthe camera and in position to trigger the SB-010. 

‘The gear shown in Figure 16.25 is all I needed to ger this final 
photograph af the librarian in the library stacks. 


Figure 16.25 The TTL cord is the pice of gear that allows me 
to move the SU-800 off the camera and still trigger the SB-910 
in Remote mode. 


Setup 


The setup for this image was similar to the setup in Chapter 15 1 
designed the composition to use rhe library stacks as a frame far 
the Ibrarian. You can see the basie iden in Figure 16.26 , which is 
Ät 'by the light coming through the window. Because the Speedlight 
is positioned in the next row over, the SU-800 needed to be 
positioned on the light stand and connected to the camera using 
the TTL cord (Figure 16.27 ). 


Figure 16.26 The library stacks ae lit by overhead lights and 
The window at the end, but I wanted the main light tobe 
hidden behind the books, 


Figure 16.27 The SU-800 was mounted in the TTL cord, whieh 
is then mounted on the light stand. This allowed me to position 
the SU-800 where the SB-010 could see it at the end of the row. 


1 mounted the SB-910 in the Justin clamp and clamped it to a book 
on the backside of the shelf that the librarian would be looking a. 
The flash was oriented so that the light was aimed up. I attached 
the FlashBender to make the light bounce through the shelf. You 
‘can see the fash positioned on the back ofthe shelf in Figure 
116.28 and, in Figure 16.29 , what it look like on the side where 
the subject will be standing. 


Figure 16.28 You can see the flash positioned in the clamp 
with the FlashBender attached. It is Important that the sensor 
on the flash can see the SU-800 Commander, | used the clamp 


on. book on the lower shelf to position the flash so that the 
FlashBender was Just below the self to prevent the light fom 
lighting rhe ceiling. 
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Figure 16.29 He is the view that the subject has of the light. 
You can se that the FlashBender is placed so that the light 
bounces through the bookshelf 


‘The lighting diagram in Figure 16.80 shows the placement af the 
fash and the SU-800 thar triggered it in relation to the camera and 
the subject. The TTL cord from the camera to the SU-800 allowed 
me to position the SU-800 to create a line of sight between it and 
the SH910, This is a situation where a radio trigger could have 
been used Instead, but then 1 would have had to adjust rhe flash 
power on the Mash instead of on the Commander, which would 
have been disruptive to the shoot. 
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Figure 16.30 The lighting diagram shows the relationship 
‘between the SB-910 and the SU-800 made posible by using the 
TTL cord. 


Final Image 


For the final image, set the camera to Manual mode and 
underexposed the scene slightly with a 1/250-second shutter 
speed, 16 aperture, and ISO 800. On the SU-800, I first set the 
‘ash mode to Manual and used a 1/8 power setting. That proved 
to create too much ight, so reduced the power to 1/16, which 
produced the result in Figure 16.21 . You can see how the ight 
‘Muminates the face and arm of the librarian, while the bottom half 
ofthe photo falls to deep shadow. There is also a small spill of 
Tight on the bookshelf behind the librarian, which T am Ane with, 
and it helps to keep the viewer's eye in the photo. 


subjects and not just rely on more ashes to get the job done. 
‘The subjects in this chapter are not models, but instead they are 
exactly what they were photographed doing. These are norm 
people: a dancer, a high-school baseball player, some kids playing 
2 game, a local musieian, and a college librarian. When 
photographing regular people doing what they do, T think back to 
‘what my friend and great photographer Glyn Dewis said about 
giving his subjects a role to play. When he photographs our friend 
Dave Clayton, he gets Dave to play a role, to become a character 
That's what I asked of my subjects here, to play as a dancer, 
baseball player, musician, and librarian. (You don't have to coach 
ids to pretend to be kids they've pretty good at it om thelr own.) 
Inother words, ifthe person in feont of the camera is shy or stiff, 
have them play as a character, even if that character is their real 
ite job. 


For this photo of musician Jessea Lerner, I used the bright light 
streaming in through the window to light her and set the 
speedlight behind her to brighten up the background. The 
‘800 was set to Remote mode and triggered by the built-in 
flash on the D750 camera. You don't always need to have the 
‘off camera fash supply the main light in the image 


17. Portrait Shoots with Multiple Off- 
Camera Flashes 


Having two, three, or more flashes allows you to ratchet up the 
creativity even more with your lighting: In this chapter, Iuse a 
couple of Speedlights to start adding litle touches of light to 
enhance the image. The images in this chapter were all lit with two 
‘off-camera Speedlights, building on the setups in Chapter 16. The 
more lights you have, the more options open up. 


Dancer 
Matching the light to the subject far this portrait meant trying to 
‘create the largest, softest light possible. For the previous chapter's 
photos of Jennifer, | used a large umbrella alone. Far this round, 1 
added another large modifier: a softbox. Having more lighis gives 
me more options. Either 1 can use the light as a large Uight source 
{add lots of illumination to the scene or I can use that additional 
light to bring out extra details in the image that previously were 
‘obscured or hidden In this section, will show you how 1 did both. 


Equipment 
‘The equipment for this shoot (Figure 17-1 ) includes two 


Speedlights and both a softbox and an umbrella to turn a small 
light into a bigger, softer light. Most photographers have this 


combination on hand because many times photographers start with 
an umbrella and then get a softbox: Here's the complete list of 
sear 

‘= Nikon D4 DSLR : You can use any camera for this type af 
shot. The Nikon D4 does not have a builtin fash, soa 
Separate method is needed to trigger the remore 
‘Speedlights 

1624-70mm £/2.8 Nikkor lens: was stil shooting quite 
Wide and needed to be close. The 24-70mm focal lengths 
worked perfectly. 

12 Two Nikon $8-910 Speedlights : I needed two off-camera 
flashes fortis shoot. You can use any two ofthe 
Speedlights that can et as remotes 

= Nikon SB-910 Diffusion Dome SW-13H : Diffusing the 
Tight as much as possible means using the diffusion dome 
‘on the Speedlights to bounce the light around before 
Teaches the diffusion material of the softbox or umbrella, 

ESU-800 Commander unit I needed a way to trigger both 
‘off-camera flashes, and the SU-S00 did a great jab. Because 
1 was using only two off-camera flashes In two groups, 1 
could use any of the flashes that have a Commander mode 
or even a camera's built-in flash. 

m Westcott Rapid Box Octa : For this shoot, I created soft 
light with both this softbox and an umbrella. The softbox is 
a lite more controllable, 

‘= Convertible umbrella: This umbrella is both a shoot 
through and bounce umbrella depending on whether the 
black cover i on oF off In igure 17-1, the umbrella i, 
shown with the cover off. 

la Flash bracket/umbrella holder : This is the device that 
goes between the light stand and flash. It allows forthe 
light to be angled up or down as needed and can be used 
with or without the umbrella. 

ss Light stands: I needed a light stand for each of the 
‘Speedlights. 

se Background stand kit: 1 used the background stand kit to 
hang the cloth backdrop creating a studio look on Ioeation. 

18 Cloth background : For this set of photos 1 used a gray, 
‘mottled cioth backdrop. You can get just about any color ar 
pattem imaginable. 


Figure 17-1 Here is the gear used forthe shoot, minus the cloth 
Tackdrop and background stand kit. The umbrella is shown 


with the cover off. 


Setup 


Before I shot the final portrait of the dancer, I wanted to revisit the 
photo taken with one off-camera flash and see what would happen 
{11 added a second light to add some illumination to her hair ar, 
‘more specifically, the flowers in her hair. As you can seein Figure 
17.2, T added the second SB-910 toa light stand behind the 
subject and aimed the flash at the back of her head. T added a 
Rogue Grid to the light to keep the spread of ight from spilling 
over on her face. This remote Speedlight was set to channel 1 and 
‘20up B, while the main light was set to channel 1 and group A. 
(On the SU-800, I set group Ato TTI- and its power to +1, while L 
set group B to Manual and 1/8 power, Finally, L set the camera to 
‘Manual mode using a 1/80-second shutter speed, an 1/28 
aperture, and an 180 of 320. 


Figure 17.2 | first set up the Speedlights to add a hair light 
"striking the flowers at the back of Jennifers head. 


igure 17.3 shows the resulting image. As you can see, it does 
brighten up the hal quite a bit and shows that although it isn't 

needed to make a good portrait, having access to an extra ight can 
help. The lighting diagram for is showin in Figure 17.4 
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Figure 17.3 With Jennifer în the chalr, the bounce umbrella 

provides the main light, and the SB-010 with a Rogue Grid 
creates the hair light. 
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Figure 17.4 The lighting diagram shows the placement of the 
'SB910 as the Rair (ower) ight 


For the final lighting setup, I used two Speedlights with different 


modifiers, one on either side of Jennifer, to create a soft light 
throughout the image. The main light that was aimed at her face, 
‘the S-910, was in a Westcott Rapid Box and set to Remote mode, 
channe! 1, and group A. The second light was behind her. fied 
‘through a'shoot-through umbrella and set to channel 1 and group 
B. This allowed me to contral the power of both lights from the 
‘camera position using the SU-800. You can see the lights set up in 

igure 17.5 and the lighting diagram in Figure 17.6. IE was 
important to make sure that the Speedlights were positioned so 
that the sensor on the lash could see the SU.800 Because the 
system works on line of sight. 


Figure 17.5 The wodight setup placed the softbox in front and 
aimed at the front of the subject, and the umbrella placed in the 
bck added fI 
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Figure 17.6 The lighting diagram for the hair light shows the 
position of the two lights in elation to the camera and subject. 


Final Images 


Using the same lighting Setup, I took two different photos af 
Jennifer. The finst, a slight variation af the previous chapters’ 
photos, had the ballerina sitting on the ground instead of in the 
‘hai. The lighting for Figure 17.7 comes from the two 
Speedlights. Both Speedlights were ser to channel 1 with the light 
Inthe softbox ser to group A, while the light in the umbrella was 
ser to group B. The SU-800 had both groups set to TTL with the 
Power of group A set to O and the power of group B set 10-1. 


Figure 17.7 For this portrait of Jennifer, two lights illuminated 
The scene with more light coming from the front light. 


For the final image, I had Jennifer strike a dance pose. Because the 
lighting was alread setup, the most dificult part of this image 
‘was the timing of the photograph simple is always the preferable 
‘ute, so 1 counted to three and then pressed the shutter release 
button. Jennifer went into the pose so that she would be in 
position when I reached thre (Figure 17.8. For the final image L 
increased the shutter speed, and because the Speedlights were in 
‘TTL mode, they kept up creating the same even lighting. Group A 
was set to TTL with the power set to + 1 and group B was set To 
TTL and power of 0. 


‘igure 17.8 As Jennifer hit her pose, she was lit with the two 
Speedlight. 


Dugout 


When photographing Sam in the dugout, I have been using the 
light to create a more dramatie photo with harder light In the 
previous examples, 1 had Sam sitting in the dugout, but this time 1 


asked him to come forward and lean on the railing. This allowed 
‘me to light him both from the frant and from the side, which 
provided some separation between Sam and the background. 


Gear 
‘The gear for this shoot is a combination of the gear used in 
(Chapters 15 and 16 for the photos of Sam. For this image, 1 used 
the Rogue Grid and the FlashBender 2 XL Pro Lighting System. 
Here's the complete list (Figure 17.9 }: 

‘a Nikon D750 DSLR : You can use any camera for this type 
‘of shot. The D750 has a built-in lash thar allows you to 
trigger the off-camera flashes right from the camera. 

16 24-70mm £/2.8 Nikkor lens :1 chose to use a focal length 
that wouid allow me to capture same of the dugout 
surrounding Sam. 

‘= Nikon $8-910 Speedlight : Any of the Nikon Speedlights 
Thar can be used as a remote can be used here, Because of 
the size of the ight modifier, I would stick with the SB-600, 
58-700, SB-800, S8-900, ar SB-910, bur I don't recommend 
the smaller 58-500 because it would have issues connecting 
to the FlashBender 2 XL Pro because or its smaller flash 
head. 

E Nikon S8-800 : For the second light, I used the older 
58-800 Speedlight. Even though this ash is discontinued, 
that doesnt mean it is obsolete. You could use any ofthe 
‘Speclghts as long as the ane you choose supports Remote 
mode. 

‘a Nikon SU-800 Commander unit : I needed a way to 


trigger the off-camera ashes, You could use any Speedlight 
or builtin fash that ean act as a Commander, 


E Rogue FlashBender 2 XL Pro Lighting System : This is 
the largest FlashBender that Rogue makes, and when used 
wih the strip grid, It produces a larger light that 1s still well 
Controlled with Title spill. 

m Rogue Grid: This is a great small flash modifier to choose 
When you want to create a tight beam of light. With the 
three different grid patterns, it is more versatile than a 

ls Light stands: A light stand is needed to hold the flash and 
light modifier in place. For this photo 1 needed two, one for 


cach fas. 

‘= Flash bracket/umbrella holders: This is the device that 
goes between the light stand and fash It allows forthe 
Tight to be angled up or down as needed and used with or 


without an umbrella. 1 needed two of them, one foreach 
Tash. 

1 Frio universal locking cold shoe : This little wonder goes 
fon the flash bracket and holds the fash in place. It works 
reat, and 1 know that the lah isn't going to fall out or 


Figure 17.9 The gear for this photo included the Rogue 
FlashBender 2 XL and the strip grid in thelr handy supplied bag. 


Setup 
‘The setup far this photo of Sam in the dugout consisted af a single 
SB-800 with a Rogue Grid aimed directly ar his face with the 
SB-010 and the FlashBender 2 XL Pro with the strip grid off othe 
side of his face. I chose these light modifiers because both control 
the spread of the light, allowing me control over what gets lit and 
‘what doesn't. In Figure 17.10 you can see barh lights set up in 
‘elatonship to Sam. 


58-800 WITH ROGUE GRID 


Figure 17.10 The two lighis were arranged to iluminate Sam 
but keep the light off the surroundings. 


‘The SH-910 with the FlashBender 2 XL Pro with the strip grid was 
placed really close to Sam, just out of the frame when taking the 


portrait. The distance of the light from the subject sortens the light 
but also controls the spread of the light (Figure 17.11). 


Figure 17-11 Here you can see the distance of the light to the 
subject. I is as close to the subject as possible without being in 
the frame. 


This is not a complicated setup, but because both the lights are 
prety tight and have little spil! to the sides, you need to keep the 
Subject in place while aiming each light. If the subject moves, even 
lite bit, then the lights wil need tobe adjusted. Figure 17.12 
provides the lighting diagram. 
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Figure 17.12 The lighting diagram is basic, but you can change 
The amount of light spill by changing the grid in the Rogue 
aria. 


Final Im: 


The final two portraits of Sam were taken with the same settings, 
with the only difference being the sight change in the pose, the 
focal length, and the distance from the camera tothe subject. The 


advantage of the Nikon Advanced Wireless Lighting is that you can 
control the remote lights from the camera, so once they are set up, 
you ean concentrate on talking to the subject from the camera 
position. 

For Figures 17.13 and 17.14 , I set both remote Speedlights to 
channel 1, assigning the SB-800 set to group A and the S-O10 set 
to group B. T set the camera to Manual mode with 1/125 second, 
175.0, and iO 400 with the flash mode of group A set to Manual at 
1/2 power and flash mode of group B ser to Manual with 1/8 
power, 


Figure 17.13 For this shot of Sam, I stayed a little further back 

and used a 60mm focal length. You can see how the light drops 

of at the edges of the photos. This is because of the grid on the 
‘main light 


any L2 
Figure 17.14 With the light unchanged, 1 moved in tighter and 
changed the focal length to 70mm, You can still see some ofthe 


light falloff on the edges of the frame, but now you can also see 
the hard shadow on the back wall created but the hard front 


light, 


Kids 


Inthe previous two chapters, I photographed the kids playing a 
board game in the living room, but kids also spend time playing on 
the computer the perfect opportunity to have some fun with an 
off-eamers ash. This time, Fused it to mimie the light coming off 
a computer sereen. Specifically, I used a single Speedlight ro 
bounce the light off the computer sereen and a second light to 
iluminate the whole seene then just for fun 1 added a third light 
to change the color af the laptop- 


Gear 
‘The gear for this shoot included three flashes, a softbox, and a- 
piece of white paper. Although the most low-tech of the 
equipment, the white paper played the vital role of creating the 
bounce surface on the computer sereen. Here's the complete gear 
Ist 

E Nikon D750 : The Nikon D750 lets me trigger the off- 
camera flashes in two groups: A and B, For this shoot, 1 
Started by using one of the SB-910 Speedlights as a 
Commander for the other two oft: camera flashes: then when 
1 wanted a third off-camera ash, 1 used the builtin flash as 
a Commander. 

E Nikkor 24-70mm 1/2.8 : Because of space limitations, 1 
needed to use a wider-angle Iens, and this was my 
preference. You can use any lens for this type of shot. 

‘= Nikon 58-700 Speedlight : I used the S8-700 as the light in 
the softbox. Any Speedlight in Remote mode will work. 

E Two Nikon $8-910 Speedlights : I used two $B-910s when 
taking these photos. 1 placed the first in the supplied fash 
stand and set it on the keyboard of the computer to act as 
the main light. 1 used the second SB-010 fst as my or- 
camera trigger and then removed it from the camera to 
become another light source in the final image. 

E Nikon 58-910 Diffusion Dome SW-13H : The diffusion 
dome that comes with the SB-910 worked to diffuse the 
light from the flash placed on the computer. 1 wanted the 
light to spread around, Because it needed to cover two kids. 

m Westcott Rapid Box : The softbox added ambient light to 
the scene. 

se Light stand : needed a light stand to hold the softbox in 
place. 

m Justin clamp : When I added the third light to the scene, 1 
heeded a way to position it, and the Justin clamp allowed 
me to attach and position the light of to the side of the 
computer. 

1 Colored gets: The Rogue gels allowed me to change the 
olor ofthe light of the third fash for the final image. 

Figure 17.15 illustrates the gear (minus the plain white piece of 
paper). Bouncing a light off the computer sereen ia really great 
Tighting technique. 


Figure 17-15 Here's the gear | used for this shoot. You can use 
The Speedlights either as remotes o as a controller. 


Setup 


‘The setup far this glowing-sereen photo is simple and effective. 
Place the main flash behind the computer sereen and aim it at a 


piece of white paper on the sereen. The light bounces off the sereen 
and illuminates the faces of the people looking at the computer, In 

17.16, you can see I placed the SB-910 on the keyboard 
and aimed it at the sereen. The white piece of paper is just leaned 
against the screen, turning it into a bounce card. 


Figure 17.16 The $8.910 rests on the flash stand that comes 
‘with i, and the diffusion dome is over the head of the fac, 


‘The second light in the scene was the Westott Rapid Hox placed 
on the light stand in front of the computer and aimed down at the 
computer and counter. This light was used to light up the overall 
scene. You ean see the placement of the light in Figu 


Figure 17.17 The S8-700 is mounted in the Westeott Rapid Box 
and placed in front of the laptop adding overall illumination to 
the scene. 


‘The lighting diagram shows the placement of the lights and the 
camera ( Y. 1 did stand ona small stepstool to get the 
Tight angle over the laptop sereen so that the remote flashes could 
see the signal from the Commander. 


Figure 17.18 The lighting diagram shows the placement of the 
two lights and the camera. 


Final Image 
For the final image, I set both remote flashes to channel 1 with the 
$B.910 in group A and the SB-700 in group B. I wanted the rest of 
‘the room to be dark, so [used camera settings that reduced the 
effec of the ambient light A shutter speed of 1/250 second with 
an aperture of 1/13 and an 180 of 200 meant that the only light 
affecting the scene would be from the two remote Speedlights 


(On the SB-910 that was being used as a Commander unit, I set 
group A to Manual flash mode with a power of 1/32 and group B 
to Manual fash mode with a power of 1/8. Because the 8-910 
(group A) was close to the subjects, it needed a lot Tess power than 
‘the SB-700 that was in the softbox used to light up the counter. 
‘The advantage of having these two lighis in different groups was 
that 1 could adjust them separately from the camera without 
disturbing the subject. For Figure 17.19 , I just walted until I saw 
the expression 1 wanted to capture and pressed the shutter release 
button. 


Figure 17.19 The final image shows the kids playing with the 
‘compute, with the main light coming from the SB-910 that is 
Touneing the light off the white paper on the sereen of the 
computer. 


Just for fun, E took the S8-910 off the camera and changed it from 
Commander to Remote mode and then set it to channel 1 and 
group A. It now fired in the same mode and poner as the SB-010 
that was bouncing the light aff rhe sereen. I mounted the flash in a 
Justin clamp and placed it on the edge of the counter aimed at the 
back ofthe laptop sereen. Then I added a red gel over the lash 
head and angled the fash to hit the back of the laptop and not the 
kids on the other side. 1 triggered the remote flashes with the built- 
in flash on the D750. Figure 17.20 shows the lighting diagram for 
this, and Figure 17-21 shows the final image 
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Figure 17-20 The lighting diagram shows the addition af the 
third Speedlight used to illuminate the Back of the laptop and 


‘change its colar to red. 


Figure 17.21 Using a ight to change the color of the laptop is 
just a little extra fun thing to try. Gelling the Speedlight and 
liming it low kept the colar on the laptop. 


Cody 


1 photograph a lot of musicians, guitar players especially, and they 
are some of my favorite subjects: When using a single light source, 
You have to decide whether you are going to light up the musician 
forthe instrument. With more than one light, however, you can 
iluminate bati the musician and the instrument (or Instruments). 


Gear 
‘The gear for this shoot includes nwo different lenses because I used 
two diferent setups far rwo different types of shots. The first is 
Cody against a plain black background holding a single guitar, and 
the second is Cody surrounded by his instruments. 

E Nikon D4 : The Nikon D4 is a fantastie camera, bur it does 
not have a built-in flash, so to trigger the off-camera units, L 
needed to use a Commander unit, such as the SU-800 or 
nother af the Speedlights. 

se Nikkor 24-70mm 1/2.8 : For the wide shat of Cody 
surrounded by his instruments, I used the 24-70mm lens 
because I needed a wider view. 

‘a Nikkor 70-200mm {/2.8 : The longer focal lengths work 
better when you need to minimize the background as 1 did 
in the photo of Cody with the single guitar. 

E Nikon SU-800 Commander unit : The SU-800 is needed 10 
trigger the remote Speedlights because the D4 does not 
have a built in flash. 

E Nikon $8-800 Speedlight : Even though the SB-800 is now 
discontinued, it £ still a perfectly good flash- 

‘= Nikon $8-910 Speedlight: Any Speedlight will work. 1 
used a combination of the SB-800 and the SB-910 as the 
thro off-camera flashes, The two ashes can be used in any 
combination. The only real difference is that the SB-910 is 


quite a bit bigger than the SB-800, as you can see in Figure 
i722 


Figure 17-22 The gear for this shoot includes just the basics: an 
umbrella, a couple of flashes, and some light stands. 


= Umbrella 1 needed a light modifier to create a big, soft 
light to illuminate all the instruments, and the shoot 
‘hough umbrella fit the bill 

1 Light stands: The light stands allowed me to position the 
two Speedlights off camera, but the light stands need a way 
for the flashes to be attached zo them. Thats what the 
umbrella holders are used far, 

E Two flash brackets/umbrella holders: 1 used two 
umbrella holders, one far each flash. Only one of the flashes 
had an umbrella mounted, the other was a bare flash, but 
mounting it in the umbrella holder allowed me to adjust the 
downward angle of the Speedlight 

sw Black backdrop : I reslly love bringing the collapsible 
background with me on a shoot. Having a quick solid white 
or black background anywhere at any time is really useful 


Setup 
‘This chapter actually has two different setups for the photos of 
Cody. This fst one builds on the Chapter 1 portrait In this case, 
T shot the SB-010 through an umbrella in the light stand to supply 
the main light. After 1 mounted the SB-800 on a second lighe stand 
using the second umbrella holder, I placed it clase to and above 
the guitar headstock. I then aimed the light down to highlight the 
Taylor name on the guitar, I simply leaned the black backdrop up 


against a wall behind Cody. You can see the setup shot and the 
lighting diagram in Figures 17.29 and 17.24 


Figure 17-23 This setup shot shows the bare SB-800 in a light 
stand aimed at the headstock of the guitar. 


Figure 17.24 In the lighting diagram, you can see the position 
‘ofthe two flashes and the camera 


1 used the same setup to take Figures 17.25 and 17.25 . You can 
see thar the headstoks of the guitars are both welit even though 
they are quite a distance fram Cody's face. This extra bit of light 
makes the difference between something that is merely good and 
Something that the guitar company will want to we. Both of the 
Speedlights were set to channel 1 with the $8-910 in the umbrella 
Set to group A with the SB-800 set to group B. The eamera is set to- 
Manual exposure mode with 1/250, /6.3, and 180 100 


Figure 17.25 You can see that the light on the headstock is ata 
lightly different angle 
shadows unde the botiom thee siring onthe Baa 


Figure 17.26 The Taylor logo on the guitar is lit by the $8-800, 
You can see a splash of light on the wood headstock, reflecting 
the SB-800 ight. 


The fash modes for both A and B were set to Manual flash mode 
‘on the SU-800 with the power for group A set to 1/4 and the 
power for group B set to 1/16. 

Switching to a porırait orientation made for a tighter composition 
but also meant shar I needed to move the SB-800 In a ite closer 
and make sure it was aimed right at the headstock af the guiar, 
For the second shot of Cody, I wanted to surround him with his 
favorite Instruments and then light te whole room. I did this by 
positioning Cody on the floor and placing the instruments all 
around him. I ser the lights in the same manner asthe previous 
Shot, but angled the flashes down on Cody. You ean see the light 
Setup in Figure 17-27 and the lighting diagram in Figure 17.28 


Figure 17-27 You can se the two lighis set up, the fst with 
the shoot through umbrella and the second with just bare 
‘lash 
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Figure 17.28 The lighting diagram shows the position ofthe 
lighis and camera. I wanted a big soft light on the roam and 
instruments with a harder light right on Cody. 


Final Images 
Figures 17.29 and 17.30 differ only slightly in their lighting. Both 
ofthe Speedlights were set to channel 1 with the SB-910 in the 
umbrella set to group A and the SB-800 set 10 group B. The camera 
was set to Manual exposure mode with 1/250, {/6.3, and ISO 100. 


Figure 17.29 Cody Lovaas surrounded by his favorite 


Instruments. The light from the umbrella is lighting up the 
whale seene wih the SB-800 adding the harder light ight on 


Figure 17.30 Adjusting the power of the flashes from the 
camera allowed me to change the light without changing the 
1 set the flash modes for both A and B Manual on the SU-800 and 
juste the power for group A to 2/16 and for group B to 1/4 


power for the first shot. You can see the harder light from the bare 
fash head in the sharpness af the shadow created by Cody's nose 
in Figure 17.29 . In Figure 17.30 , I reduced the power of group B- 
to 1/8 and increased the power to group A to 1/8. With the 
adjustment Cody made to his pose, the light on his face was evened 


Librarian 


‘The final shot of the librarian took a second Speedlight to add 
some light so that the break in the bookshelf would be illuminated 
and net as a Trame around the librarian. This 1s a more subile 


‘effect, so Just for fun I added a blue gel to the light so it would be 
overly obvious which light was coming from which flash. 


Gear 
This shoot added a second light stand and Justin clamp for the 
second Speedlight to the portraits gear list (Figure 17-81). Using 
‘Justin clamp on a light stand allows you to adjust the angle and 
position of the light easily. I also added a diffuser to go between 


the light coming through the bookshelf and the librarian. Because 
the distance between the flash head and the diffuser is small, the 


difuser doesn't do a whole Tot, but lite softening of the light is 
better than nane. 

E Nikon D750 : Any camera will work for this image. 

‘a Nikkor 70-200mm £/2.8: [needed the reach of the longer 
focal lengths to shoot right down the library stacks. 

m Two SB-910 Speedlights: used two SB-010 Speedlights to 
light up this photo. Any of the Speedlights that Can act as a 
remote would work. 

= Nikon SU-800 Commander unit : The remote flashes need 


to be triggered, and because of their placement, the bulltin 
fash couldnt do it, so I used the SU-800. I could have used 


another Speedlight that has the ability to aer asa- 
Commander 

ETTI cord : The SU-800 needs to be able to send the trigger 
fash to the remote flashes, and it couldn’ do that from the 
camera position, so 1 used the TL cord to move the SU-800 
Dff the camera and over t the second aisle 

ls Light stands : I needed a way to position the SU-800 and 
the second Speedlight lights stands to the rescue 


m Justin lamps : These clamps were used to position both 
ihe lights. The first one was damped toa large book, while 
the second was placed on a light stand. 

1 Gels : 1 added a blue gel to the second light to show the 
spread of the light. always have a pack of gels with me. 
They are small and take up lile space but can add 
something great to a photo. 

tw Lastolite Diffuser : 1 added the diffuser to soften the light 
coming through the shelves. k didn't make a huge 
diference, but any amount of softening helped. 

E Rogue FlashBender | used the large FlashBender to 
bounce the light through the bookshel. 
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Figure 17-81 The gear used for this shoot (minus the Rogue 
FiashBender). The Lastolite diffuser collapses into a compact 
‘shape and easily stored in its bag. 


Setup 


The two flash units were not far from the SU-800, but the angle 
made i impossible forthe SU-800 to trigger the Speed ghts from 
the camera position. The solution was to place the SU-800 in a TTL 
cord and attach the TTL. cord to a light stand. You can see the TTL 
‘mounted on the light stand in Figure 17.32 . The mounting hole in 
the bottom af the TTL cord allows the light stand to serew directly 
in it. The SU-800 can then be positioned away from the camera. 
and moved so thatthe SB-010 Speedlights can be triggered. The 
one thing to wateh for is pulling the light stand over By moving 100 


far away from i 1 usually place my camera bag on the feet of the 
light stand to give it more stability. 


Figure 17.32 Here the SU-800 is mounted in the TTL cord, and 
he cord end is mounted on the light stand 


1 set an $8-910 into the Justin clamp, whieh Iin tum mounted on 
the Iight stand. 1 could then position the flash as I needed just by 
loosening the small ball head that connected the flash cold shoe to 
the body of the clamp. Once the flash was in the proper position, I 
just tightened the ball head to lock the poston of the flash. In. 
Figure 17.33 you can see the built-in bounce card was pulled out 
and so was the wide-angle adapter. For the actual images, 1 left the 
‘wide-angle adapter in place because I need a wide spread of light, 
but put the built-in bounce card away because it did't do 
anything to the light, 
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Figure 17.33 1 mounted the SB-910 in a Justin clamp attached 
to alight stand. 


‘The final part of the setup was to add the Lastolite diffuser in front 
ofthe light that was blasting through the bookshelf. The S-10 
‘was positioned using a Justin clamp and a Rogue FlashBender to 
‘ounce the light. The diffuser was placed between the flash and 
the shelf to help soften the light: You ean see the diffuser in 
position in Figure 17.34 and the lighting diagram for the shoot in 
Figure 17.35 


Figure 17-34 This time the SB-910[s mounted in a Justin. 
‘lamp and positioned on the bookshelf, The Rogue FachBender 
Þounces the light through the shelf, while the Lastolite diffuser 

's positioned to soften the light as much as possible before 

‘oing through the shelf 
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Figure 17.35 The lighting diagram shows the placement af the 
two fash units and the SU-800. The SU-800 is connected to the 


camera via a TTL cord. 


Final Images 


‘The final images were first taken with a blue gel on the second 
flash. This allowed me to see exactly where the light from the 
second fash was impacting the scene. You can see what that looks 
like in Figure 17-30 where the blue light is illuminating the 
bookshelf ends. For Figure 17-37 | removed the blue gel and 
‘moved the angle of the light upward so that the ight would strike 
the bookshelf ends eating frame around the librarian 


Figure 17.36 You can see the blue light on the walls and floor 
ofthe library stack. This was a great way to see what the 
position of the light was aetually daing- 


Figure 17.37 The final image of my wife, the librarian, 
working in the library stacks. The main light is illuminating her 
Tace and arms, while the second Tight is illuminating the ends of 

the bookshelves acting as a frame within the image 


Bath ofthe Speedlights were set to channel 1 withthe $8-910 that 
shines through the bookshelf as group A and the second light as 
Soup B. The camera was set to Manual mode, 1/250 second, £/90, 


and 180400. The Speedlights were set to TTL mode with A at +1 
power and B at 0. 


Final Thoughts 


‘Using multiple lights is a lot of fun. Being able to do it on location 
is even more fun. I know that most photographers, especially those 
Starting out, don't have a whole bag full of Speedlights, which i 
‘why Thave limited the number of off-camera flashes inthis 
chapter. It is easy to get carried away and create complicated light 
Setups using 4, 5, 60, or more Speedlight, but it is important to 
build up that light methodically and to keep thinking In terms of 
the three groups of lights: A, B, and C. 


18. Speedlights Used for Action 


Capturing action photos is usually accomplished using the 
available light with fast shutter speeds, high 180s, and wide 
apertures— but it doesn't have to be. For this chapter, 1 caught the 
action using Speedlights to create a more dramatic portrait One af 
the basie techniques 1 used for ali the photos was to underexpose 
the whole image and then add back in the light on the subject, 
keeping the background more dramatic. The other thing that T 
tried to da an all the images was To shoot fram a low angle up at 
the athletes because this makes them look larger than life. 


Golf swing 
A golfer practicing his swing is a great subject because he will 
‘epeat the same motion over and over again. In addition, golf 
courses are beautiful places with trees and green lawns perfert 
for taking an action portrait 


Equipment 
The equipment for this shoot was minimal: a camera and lens 
along with a large umbrella and a couple of Speedlights ( Figure 
18.1), T used the Westcott 7foot parabolic umbrella, which I, 
really big and quite deep, to create a big, soft light source. Here's 
the complete list: 


E Nikon D750 : Any af the Nikon DSLR cameras could work 
here, and I could have used the builtin flash to wigger the 
remote Speedlights. 

E Nikkor 24-70mm 1/2 4:1 started the shoot with the 24- 
Zomm len to capture a medium shot of the golfer, but after 
2 few frames, I switched to a wider angle to capture more of 
the scene. 

E Nikkor 20-35mm 1/2 4: When 1 went to a wider angle, 1 
used the widest angie lens 1 had: the 20-35mm atthe 
20mm focal length. [loved the way the light from the 
umbrella lit up the golfer and the ground around him, 
creating a natural vignene. 

m Two Nikon $8-910 Speedlights: The large umbrella that | 
used for this shoot needs some serious light bounced into it, 
5o used two SB-910 Speedlights mounted in the umbrella. 

‘= Nikon SU-800 Commander unit : 1 used the SU-800 
Commander unit to trigger the two remote $8910, 
‘Speedlights. 

1 Lasolite MeNally TriGrip : This piece of gear allows you to- 
mount up to three Speedlights together and to rotate the 
‘Speedlight so thatthe sensors used to trigger the aff 
camera flashes ean be positioned property. 

m Westcott 7-foot parabolic umbrella : This is a great light- 
shaping tool, creating a very soft light. The version 1 have 
has the silver interior designed for the light to be bounced 
into and then out of the umbrella. You need quite a bit of 
light going into the umbrella, whichis why I used i with 
the MeNally TiGrip and two SB-010 Speedlights. 

1 Light stands: I used a heavy-duty light stand to hold the 
umbrella and TriGrip in pace 

m Sandbag : The umbrella is big—really big—so I wanted to 
make sure that any breeze that popped up at the seene 
wouldn't knock it over. A 15-pound sandbag on the legs of 
the light stand kept it nice and secure. 


Figure 18.1 The gear used for this shoot was really quite 
‘minimal with just wo Speedlights mounted in the big umbrella. 


‘The MeNally TriGrip allowed me to mount vwo SB-910 Speedlights 
and then rotate them in the holder so that the sensors faced thë 
Tight direction. You can see the way the two Speedlights were 
positioned in Figure 18.2 


Figure 18.2 The advantage of the McNally TrlGrip is that the 
Tivo Speedlights can be rotated so thatthe sensors used to 
Trigger them in Remote mode can see the signal from the 

SU-800. 


Setup 

‘The setup fo the golf shot was probably the easiest setup of all the 
photos because it is Just a big umbrella pointed at the golfer. The 
wo Speedlights were mounted in the umbrella and were both set 
to channel 1 and group A. Then Isat and watched the golfer, Josh, 
practice his swing so could work out the best place from which to 


photograph. wanted to make sure that we kept the setting sun 
Behind him and that Iwas not gaing to bet smacked in the head by 


a golf ball or a club. In Figure 18.3 , you can see the position of 
‘he umbrella and camera in relationship 10 Josh I ended up ving 
‘on the ground and shooting at a slight upward angle: Jash got to 
Took larger than life, and I got a grear angle on the swing 
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Figure 18.3 The Westcott 7-foot parabolic umbrella is in 
position with two 58-010 Speedlights mounted inside. 


‘The next step was to set the camera to capture the ambient light 
without the Mash going of 1 wanted the scene to be dark: so that 
‘the main light iuminating the swing would be from the two 
Speedlights în the umbrella. I set the camera to Manual exposure 
mode, 1/250 second, 7-1, and ISO 200 and to create the 
silhouerte of Josh shown in Figure 18.4 


Figure 18.4 Without the Speedlights firing, Josh Is justa 
stthouete against the sky 


‘Then it was just a matter of turning on the SU-800 and the two 
SB:910 Speedlights and setting the power of the remote flashes on 
the Commander unit. After some experimentation, a 1/2-power 


setting worked to eaprure 'as you can see in. 
The lighting diagram forthe photo appears in Fi 


Figure 18.5 Josh posed before taking a swing. This helped me 
St up the lighting so 1 didn't have to worry about bath the 


timing and the lighting all at once. 


Figure 18.6 The lighting diagram for the shoot reflects the 
simple setup for this photo. 


Final Images 


With the light and camera all set up, the final piece of the puzzle 
was to get the timing down to capture the actual swing. Because 
the Speedlighis need time to recycle, I could fire only one flash per 
golf swing. The easiest way to get the timing right was to talk to 
Sosh as he practiced his swing. He counted out loud as he started 
his swing, which helped me know when to press the shutter release 
button. Ón the first ry with an actual golf Ball an the tee, L 
‘managed to capture both the swing and the golf ball in flight ( 
Figure 18,7. 


Figure 18.7 Getting the timing right allowed me to capture the 
ball in midair as {t left the club hea. 


‘Figure 18.8 , the final shot of Josh, shows the follow-through of 


the golf swing. The wide-angle lens allowed the light from the 
umbrella to ereate a natural vignette. Gening set up early was 
important in achieving this shot. The sun was rapidly setting, and a 
few minutes after this last shot was taken, all traces of the sunlight 
were gone 


Figure 18.8 The final shot vignettes Josh's golf swing amid the 
‘uthering dusk 


Soccer Kick 
Soccer is the most popular sport in the world. For this photo, I had 
the fortune of being able to photograph Emma, who will play 
college soccer this Year. The concept Was to capture her kicking the 
ball and light the scene with a couple of Speedlights, 


Equipment 
‘The equipment used for this photo included two Speedlights that 1 
‘wanted mounted so that all the light looked like it was coming 
fom the same source. To do this, 1 mounted the second Speedlight 
{na Justin clamp and attached i tothe light stand below the first 
light. Figure 18.9 andthe following list detail all the gear fr this 
shor 


‘= Nikon D750 : I used the Nikon D750 DSLR for this photo 
but could have used any of the Nikon DSLRS. 

E Nikkor 70-200mm 1/2 8 : 1 needed to compress the scene 
and minimize the background, because 1 wanted just the 
Soccer player and the Noodlights inthe background. The 
Tonger focal length allowed me to do that and stay back a 
safe distance. 

E Two Nikon $8-910 Speedlights : 1 used two Speedlights in 
Remote mode. It could have been any of the Nikon 
‘Speight. 

‘= Nikon SU-800 Commander unit : 1 used the SU-800 
Commander to wigger the off-camera flashes because I find 
it the easiest to work with when time is a factar, and for 
this photo 1 had only a few minutes when the foodlights 
would be on and the sky was still ight enough to have 
some detail. 

B Westeort Rapid Box Strip = wanted a slightly softer light 
fon the face and upper tarso ofthe soccer player, and the 
Rapid Box Strip was perfect for this. 

1 Light stand : 1 used a single light stand with the softbox 
mounted to the top and the second flash attached using the 
Justin lamp halfway up the stand. 

m Justin clamp : The clamp was used to position the second. 
Tash on the light stand. 

m Sandbag : 1 used a 15-pound sandbag on the leg of the 
stand to make sure it didn fall over with the softbox and 
Justin clamp attached. 


ht 


Figure 18.9 Here's the gear used for the soccer kick photo, 
including the sandbag that held the light stand in place. 


Setup 


‘The first SB-910 was mounted in the Westeott Rapid Bax Strip and 
attached to the rop of the light stand using the mounting bracket 
that comes with the softbox. This Speedlight was set to Remote 
mode, channel 1, and group A- I mounted the second Speedlight in 
‘he Justin clamp and then clamped it to the light stand below the 
softbox. This second flash was set to Remote mode using channel 1 
and group B. You can see the placement of the two Speedlights in 
Figure 18.10 


Figure 18.10 1 mounted the two Speedlights on the same light 
stand, seting the op light as group A and the bottom ight as 
ou 8 


‘The next stop was to set up the lights in relation to where Emma 
would be kicking the ball. To do this, I need to place the ball in the 
‘ight spot and then adjust the aim af the Speedlights. As you can 
see in Figure 18.11 , I almed the softbox at the soceer player's 
‘head and then positioned the lower light to light up the ball in 
fight. The one great thing about working with athletes is that they 
can repeat an action over and over again and it looks the same 
each time. This allowed me to fine-tune the position of the lights 
and not have to worry that the ball was going to hit me. (Hef dad 
played goalie behind me, and although the kick looks strang, she 
‘was just aping it over my head.) 


| 


Figure 18.11 You can see the setup of the two Lights in relation 
to Emma. Note the slight downward angle ofthe lower 
Speedlight so thatthe harder light would hit the ball and the 
ground but not hr. 


Figure 18.12 is the lighting diagram for this photo shoot, but keep 
in mind thatthe two flashes are set up with one in the softbox 
above the other one. 1 wanted it look like ane light souree, and 
‘sing the Justin clamp allowed me to do that, 


Figure 18.12 The lighting diagram shows the position of the 
two Speedlights. I adjusted the shooting position to include the 


‘oodlights in the background, 
You can see the ambient light present before the Speedlights were 
added to the mixin Figure 18.13 . This was shot at a 1/1000- 


second shutter speed at £/3.5 using 150 400. The scene was 
Underesposed so that when I added the lighis, the sky would stay 
the same and the light would illuminare the player and ideally the 


ball ia the air, 


Figure 18.13 Emme’ practice kick without the Speedlights 
turned on allowed me to make sure the background light was 
how 1 wanted it 


Final Images 
‘The final image of Emma kicking the soccer ball took some 
practice, a ot of timing, and a lite lek. The field we were 
Shooting on had some floodiights in the background; they came on 
Just before sunset but wouldn't be on for long as the area closed 
afer dark. [had Emma take a few practice kicks (Figure 18.14 ) 
So that T could work on the timing. Because I needed to freeze the 
Kiek and the Ball, 1 used a very fast, 1/1000-second shutter speed; 


therefor, the ashes needed a lot of power to fire in the High- 
Speed Syne mode. This meant 1 got one exposure per kiek and 
needed to press the shutter button right after the ball left her foot. 


Figure 18.14 Having Emma perform a few practice kicks 
allowed me to focus on my position and make sure that the 
‘oodlights in the background would be where 1 wanted them. 


Mt took about three tries to get the final image, which has the 
soccer ballin the air, a great look of determination on Emma! 
face, and the flodlights over her shoulder (Figure 18.15 ). The 
lighting plan for the shot was to have the group A Speedlight (in 
the softbox) set t0 Manual power at 1/1 (full power) and the group 
5 Speedlight ser to Manual power at 1/2. For the final images, I 
raised the light stand as high as possible with both Speedlights 
angled down at the scene. 


Figure 18.15 Emma kicks the soccer ball between the lights 
and the camera position. I's a good thing she can kick the ball 
consistently in the same spor, because it allowed me to adjust 
the lights to illuminate the action 


Bike Rider 


1 have lots of friends who are into mountain biking and ride just 


about every weekend. It is not only a fun pastime but a really great 
subject for sport ation shots, The challenge for this shoot was to 
do it with as litle gear as possible and still get a more dramatic 
light on the rider riding the trail. My friend Andy joined me on 
some local trails where we came up with two spots to shoot that 
‘would both give us some interesting photos and, more importantly, 
keep everyone on the trail safe. 


Equipment 
The gear for this shoot was the absolute minimum, consisting ofa 
single off camera fash, a clamp, and a light stand. The reasons for 
{his were twofold: I wanted a hard light, so the bare SB-910 was 
perfect, and I needed to carry the gear up and down a narrow 
frack, so the less gear, the better, Here's the load T carried (Figure 
18.16): 

= Nikon D750 : sed the D750 because it has a built-in flash 

that canbe used as a Commander to trigger an off-camera 


‘= Nikkor 70-200mm 1/2 -8 : 1 wanted to compress the 
background as much as possible, sos longer zoom lens was 
my pick. 

‘= Nikon SB-910 Speedlight : I needed one off-camera flash 
and picked the SR-910. I could have used any ofthe 
Speedlighis for this as long as they could be set to Remote 
mode. 

m Justin clamp : I needed to position the SB-010 to 
illuminate the rider, and the best way to do that was with 
the highly adjustable Justin clamp. 

te Light stand : I could have clamped the Speedlight to a tree 
or a branch but took a single light stand with me in cae | 
found a spot with uncooperative foliage and ended up using 
it for both shots. It isn't that big, and because I had such a 
“mall amount of gear, | could just pack i right onthe 
backpack. 

lw Think Tank Photo Shape Shifter backpack : I used my 
‘camera bag to pack the camera, lens, as, clamp, and light 
Stand because I did aot know how far I was going to have to 
Walk to get to a good spor ta shoot. This setup allowed me 
to not have to worry about extra pieces of gear on the tail. 


Figure 18.16 The small amount of gear meant that everything 
could be packed into a Think Tank Photo Shape Shifter 
backpack (www. hinktankphotecom ) with the light stand 
‘attached in the same way a tripod would be. 


‘The advantage to using a small kit of gear is that setting up is easy. 
A was able to carry the gear into the wails and set up the light stand 
in a spot that was going to give me the lighting I wanted and, more 
importantly, keep the bike rider safe. Because 1 used oniy a single 
light, T could make sure that it in a spot that wasn't going to 
interfere with the trall. 


Setup 


The small amount of gear allowed me to move fast and take wo. 
different shots along the same trail. The setup for both shots was 
similar: a single S910 in a Justin clamp on a light stand allowing 
me to aim the light where I needed it The SB-O10 was ser to 
Remote mode, channel 1, and group A with the remate sensar on 
the side of the fash pointed bac at the camera (Figure 18.17). 
For the first sho, the Speedlight was hidden behind the tree and 
aimed back up the wll that Andy would be riding down. 1 
positioned myself so that the two tees would act as a natural 
frame, tracked Andy through the viewfinder, and took the photo as 
he passed the first tree, Figure 18.18 shows the lighting diagram, 


Figure 18.17 Latached the SB-910 on the light stand with a 
Justin clamp and placed it behind the tree with the sensor 
imed back at camera position. 


Figure 18.18 The lighting diagram shows the placement ofthe 


8-910 in relationship to the tees and the camera. I's 
important that the $8-910 is placed where the builtin Tash on 
the Nikon D750 can tiger it 


With the camera in Manual mode, used a shutter speed af 1/1600 
to freeze Andy on the bike and to underexpose the seene. The light 
fom the flash then acted as a fl light, blasting right into the rider, 
as shown in Figure 18.19 


Figure 18.19 I took a few tries to get the timing just right and 
focus on Andy as he came past the tee. Because the flash was 
Tring on full power, 1 had only one chance each time Andy 
Came by get the shot. 


With the same gear, we moved a little way down the trail and 
came to a spot where I could safely set up a light and tigger it 
Trom farther down the trail, allowing me 1o capture Andy as he 
crested the small hill In Figure 18:20 , you can see the light setup, 
and in Figure 18.21 , you see the lighting diagram. 


ste 
Figure 18.30 This time 1 positioned the single S8-910 Cached 
to a light stand with a Justin clamp) elose to the peak af the 
Small hill 


moxonso ry 


Figure 18.21 The lighting diagram shows the position of the 
rider and the light. The hardest part of this arrangement was 
making sure that the SB-910 could see the D750 from the 
shooting position. 


Final Images 
For the finat image, I had Andy first stop on the top of the small 
hill to check the light and focus (Figure 18.22 ). The real test was 
if che built-in flash would be able to wigger the remote fash rom 
the position where I was shooting. Iset the S8-910 to Remote 
mode on channel 1 and group A, and 1 used the builtin fash on 


‘the D750 in Commander mode with the ash power set to Manual 
and the power set to 1/1, For Figure 18.23 , I tumed the camera 
to a portrait orientation with the built-in lash on the right so that 
i would still rigger the remote Speedlight; then Thad Andy come 
tiding over the ees and down the trail. The tricky part was 
making sure I got out of the way afier taking the photo. The 
SB-910 was zoomed to 200mm, making for a tight beam of hard 
light that mimicked the setting sun. 


Figure 18.22 Andy in position at the top of the trail allowed 
ne to set up and test Are the light. 


Figure 18.23 Here's the final shot of Andy in action as he came 
down the trail. The SB-910 was positioned off to the camera's 
‘ight and zoomed 10 200mm. 


Karate Kick 


The idea for this image grew over time and went through a couple 
versions before I sete on the one in this chapter. The shot uses 


‘the short duration ofthe flash to freeze the snap kick, and at the 
same time creates something powerful and dynamic. This is à 
combination ofa straight portrait setup combined with the action 
ofthe kick 


1 built he shot up layer by layer with three separate zones of light 
all adding to the overall effect. The main light would illuminate 
he leg and foot, I needed sidelighring to separate Tim from the 
background, and I wanted 10 throw a colored gel on the 


background to give the image a linie pop (plus 1 thought it would 
Inak eoon) 


Equipment 
The gear for this shot was quite expensive; I used four Speedlights 
and the SU-800, along with the camera and lens. Plus, I needed 
light stands, modifiers, a boom, a background, and assorted grid 
and gels ( Figure 18.24 ) Here's the complete shopping list: 

= Nikon D4: I used my Nikon D4 for this image, but any 
camera would work, 

E Nikkor 70-200mm f/2 -8 : I picked the longer focal 
lengths and shot from further away to minimize the amount 
ofthe background seen in the photo. 

E Four Nikon Speedlights: used a total of four Speedlights 
‘ingle S-91 0 and three SB-800s 1 divided the Speedlights 
into three groups. Group A was far the front light, group 8 
for the sidelights, and group C for the background light, 

‘= Nikon SU-800 Commander unit : I needed a way to 
trigger the three groups. 1 could have used another SB-900, 
‘58-010, or 58-800, but T could nor use the built-in flash (IF 
the D4 had one), because I needed to trigger three different 
groups of lights. The SU-800 was the best tol for this jab. 

1 Westcott Rapid Box Octa, 26-inch : The light that was 
illuminating the foot and leg needed to be softened and 
‘controlled, so 1 used the Westott Rapid Box Octa and 
tached ir to the boom to position it up high and angled 
down. 

a Rogue Grid : Controlling the the spill of background light 
needed a grid ar a snoot, and in this case, the Rough Grid 
Just worked better. 


= Rogue Flags: 1 used these to control the spill af the 
‘sidelights in conjunction with the small FashBenders. 


= Rogue FlashBenders : 1 used two of these in conjunction 
with the Rogue FlashBender flags to create a barn-door 
effect to control the spil of light on the sidelights. Doing so 
owed me to blast Tim with ight from the sides and not 
worry about the light lighting up other items inthe frame. 

ls Light stands: I needed a way to hold all these lights in 
place, so setup four light stands, one for each light. 

1 Flash brackets/umbrella holders : I didn't use any 
umbrellas for this image, but I did use the umbrella holders 
to mount the flashes on the light stands, which enabled me 
to adjust their angles. 

‘= Boom : To position the light up high, I used a bonm that 
allowed me to ger the ight in close without the light stand 
being in the photo. 

le Black seamless paper | created the solid black 
background using a rall af seamless black paper and the 
backdrop support kit. 

1 Backdrop support kit : This kit consists of two heavy-duty 
light stands and a set of metal rods that combine to hold a 
rol of seamless paper behind the subject. 

1 Gaffer tape: A roll of black gaffer tape is always important 
to have on hand. This time, 1 used small pieces to modify 


the ight on the sielights to contral the spill of the light 
around the FlashBenders. 


tw Gels: The gels were used to change the color of the 
background light. In this case, I used a red gel. 


Figure 18.24 1 used a Iot of gear for this shot. This figure 

illustrates most of i, but the background stand kit, seamless 

paper, and boom were just too big to fit. This is the most gear 
'used for any one shot in this book: 


setup 


This image was shot in my living room, which gave me the greatest 
amount of space to move and work. edi require some time and 
‘moving of furniture, but it was worth it. The basic idea was to get 
8 photo of Tim in mid-kick with a light on his foot, some dramatie 
sidelighting, and then a red glow on the background. This idea 
came about during a test shoot where we had a just a couple of 
lighis, and although the test looked good (Figure 18.25 ), i didn't 
have the pop that wanted from the photo. 


Figure 18.25 Tim in mid-kick in my living room illuminated by 
Two lights, Iss good shot but I wasnt happy with the final 
results because | cut off his foot and he didnt pop off the 
background 


1 started from scratch with more Speedlights and a plan to build 
the light from the background to the foreground. The first step was 
to divide the Speedlights into groups. All the ashes were set to 
Remote mode and channel 1 with one of the SB-800s set to group 
Cor the background and the other two SB-800s set to group B for 
the rwo sidelights. The SB-910 was set 1o group A and would be 
the front light in the softbox on the boom: 


1 positioned the group C 58-800 close to the backdrop with a 
Rogue Grid and red gel on it. You can see the result In Figure 
18.26 ; when the SB-800 fires, the red gel creates a red area on the 
backdrop. 


Figure 18.26 The S-80 with the Rogue Grid and red gel 
created the background red area onthe black seamless paper- 


1 then positioned the two sidelights on either side af where Tim 
would be standing and used some ofthe Rogue FlashBenders and 
the Rogue Flags to contral the spill of the light. You can see in 
Figure 18.27 how I positioned the light modifiers on each ofthe 
sidelighis. Using the two modifiers per flash allowed me to create a 
Þamm-door type of modifier stopping the spill of light from reaching 
the background or the camera: 


Figure 18.27 1 used both the Rogue Small FlashBender and the 
Rogue Flag with the SB-800. 


‘The lst light to be set up was the group A SB-910, which I placed 
in the Westcot Rapid Box and mounted on the boom. The boom 
allowed me to place the light up high and angled at the spot where 
‘Tim's foot would be when in mid-kick. You can see the lighting 
diagram showing the placement of the lights in Figure 18.28 The 
final step was to adjust the power of the three lighting groups To 
ger the final image. 


Figure 18.28 This is the most complicated setup in the chapter 
ith multiple Speedlights in three groups, My strategy was t0 
‘get the background lighis in position and then build the side 

‘and front lights. 


‘With the lights in place, the final steps were to adjust the camera 
and flash settings. The camera settings I used killed the ambient 
light in the room, so the ony illumination was from the 
Speedlights. The camera was set to Manual mode with a shutter 
Speed of 1/250 second, ISO 100, and 1/71, The settings for this 
photo were covered in Chapter 11 , but FII recap here to show how 
P built the scene 

With the SU-800 on the camera, I turned off groups A and B and 
set group C to Manual mode and a power af 1/16, This created the 
Ted background behind Tim in Figure 18.20 


Figure 18.29 With just the group C lights Aring, you can see 
the red glow on the background and the silhouette of Tim 


‘The next step was to tum on group B on the SU-800. These two. 
lights were also set to TTL mode with -1 Flash compensation. 1 had 
Tim turn toward the main light and tested the sidelights. Once | 
was happy with the way the light was striking Tim (Figure 18.30 
3 turned on group A on the SU-800 and set it to Manual flash 
mode and 1/4 power (Figure 18.81). 


Figure 18.30 With group B tured on, the sidelights illuminate 
the side of Tim's face and the back of his Gi (karate uniform). 


Figure 18.31 AlI three groups of lights were now firing, and 
the light was how 1 wanted it. Now it was Just a manier of 
adjusting the Kiek and Tim's arms so I eould see more of his 
face 


For the final image ( Figure 18.22 ) I moved the background light 
farther away from the backdrop to increase the spread of the red 


light and had Tim keep his left arm lower down so that I could see 
more of his face. It took abour 15 hick to get one that both Tim 
and 1 liked, 


Figure 18.32 With all the lights firing and Tim kicking, the 


final image took more than a few tries to get jast righi, but it 
rh the work 


Final Thoughts 


Photographing athletes is great for a variety of reasons. As 1 
mentioned earlier, athletes can perform the same aet over and over 
again allowing you to set up an action portrait more easily. AlI the 
athletes 1 worked with in this book were willing to push the 
Photoshoot to get the best images possible. For all the photos in 
this chapter and the photos far whieh T worked with Jennifer (the 
dancer), I went in with an idea but was open to what the subject 
‘wanted to do or could do. This collaboration made it much easier 
to get great photos because the subject was invested in the 


19, Product Photography Examples 


You can create great produet photos using the Nikon Speedlights. 
‘This chapter shows what it possible, whether using a single fash or 
many. Pi walk you through the gear you need, show how to set up 
the shot, and even diseuss suggested camera and flash settings. 

For all the example images, I used the Creative Lighting Systems 
Advanced Wireless Lighting to trigger the remote flashes. You can 
‘use the built-in flash to trigger the remote units, or you can even 
use a TTL. cord to trigger them from the camera. Fr all the photos, 
TTused at last one light modifier, such as a softbox to diffuse the 
main light, or a Rogue Grid to control the spill of light on the 
background. Although you may never need to photograph 
splashing fruit, shinning knives, or glistening beer, the techniques 
Tequired forthe example shots will help you with many common 
Photographie challenges, 


Strawberry Splash 
Sometimes the easiest photos to take look the most impressive and 
Complicated. For instance, suppose you want to capture a 
strawberry splashing into milk at the moment the berry breaks the 
Surface of the liquid. This action sounds fice to capture, but it 
‘ally isn't. The hardest part is having the patience to drop the 
strawberry into the milk over and over again: 


Gear 


‘This shoot does not need a lot of gear because it uses just one ight 
‘The real issue with this shoot is that it can get messy—a side effect 
of those splashing milk drops, The gear needed for this photo is as 
follows: 


Strawberries : You need some good-looking strawberries to 
‘op in the milk. For the example sho, I spent a few 
minutes in the supermarket picking out the best pint af 
“Strawberries. Not all the strawberries need to be perfect, 
Just wo of three that have that proper strawberry shape. 
‘The colar is also important; you ae looking for a dep red 
because the image will be very bright. I your strawberry is 
‘on the lighter side to start with, it will look washed out in 
the final photo. 


m Milk : The cheapest gallon of milk at the local supermarket 
works great. You can also add a little cold water, if you 
heed to stretch the amount out 

m Plastic tub : You need a rub to hold the milk, one that's 
‘deep enough to hold enough milk to create a good splash as 
the strawberry hits it. A white plastic tub works the best, 
but you can also use a clear one, as long as it is big enough 
50 that you don't see the edges (you dont want to see 
anything that doesn't lok like mil). Once again, the 
Supermarket offers Inexpensive options. 

Speedlight: The image will be lit by a single Speedlight in 
Softbox. I used an SB-910, but you can use any Speedlight 
that can act as a remore. 

1 Softbox : The Speedlight needs to be diffused so that you 
don't get hard shadows when the milk splashes up. 1 used 
the 26-inch Westeot Rapid Box Octa, whieh was the perfect 
sae to light up the splash. 


‘= Boom or Century Stand : The light needs to be placed 
above the tub of milk and aimed down so that i can light 
the splash from above. To do this, you need a way to hold 
the light in place. A boom or a century stand ean handle the 
{job with ease. | prefer to use the century stand because it 
takes up less space, and 1 don't have a lot of room to begin 
with 


‘= Commander unit: You will need a way to trigger the light 
from the camera L used the SU-800, but you ean use 
nother Speedlight or the builtin flash to trigger the flash. 


‘= Camera and lens : For the example photo, Lused the Nikon 
D4 and a 105mm macro lens. You will want to use a lens 
that allows you to shoot a little wide so that you don't miss 
the splash. You can always crop the image later. 

m Tripod For this shot ro work, the camera needs to be ser in 
a tripod that can hold it at a downward angle above the 
plastic tub. 

Towels : You can't have too many towels handy on a messy 
shoot. {placed one towel under the plate tub to catch any 
‘ofthe milk drops that made it over the edge but quickly 
Teslized I needed another towel to dry the milk from the 
Strawberries T used as model. Each time I dropped a. 
“Strawbery into the milk, 1 needed to fish it out and gently 
dy it for rhe nex take. 


Taking the Photo 
The setup for this photo is simple: Place the tub fill of milk on the 
‘work surface and the Speedlight in the softbox above Its the light 
aims straight down on the milk. Then, you drop the strawberry and 
press the shuter release button as the strawberry hits the milk ( 
Figure 19.1). 


IKON Da 1801600 12000 SHC. #771 
Figure 19.1 The goal with this shot is to have the strawberry in 
focus and to capture the instant it breaks the surface of the 
ml, 


‘The first step is to get the exposure right using a shutter speed that 


will freeze the action. With the camera set to Manual exposure 
mode, 1 tried setting the shutter speed to 1/2000 and the aperture 
{01/711 This gave me a shutter speed that froze the splash and 
enough of depth of field to keep the strawberry and splash in focus. 
T set the Speedlight to act as a remote in Manual fash mode at 1/8 
power. 

‘The final step is to adjust the ISO. You want the white milk to look 
white, so I suggest starting at an ISO of 800 and taking a photo. If 
‘he milk is not white enough, you can move the ISO to 1600. If the 
milk is still aot white enough, you can either increase the ISO or 
increase the output of the flash. For Figure 19.2 for example, a 
Setting of 1/2000 second, £/7-1, and 180 1600 with a Manual 1/8 
power on the flash was still a little dull. I increased the power to 
1/4, and that worked perfectly. Because the milk is white, it tends 
to reflect the light so it acts as a second light source. 


Figure 19.2 Here is how the milk looked before I got the 
exposure dialed in. (didn't need to drop a strawberry until 1 
had the proper exposure, but a photo of just milk here would 

have been dull in more ways than one.) To help whiten the 
milk, 1 ended up increasing the output of the flash from 1/8 t0 
1/4 while keeping the eamera settings the same. 


‘The next step is to set the cameras focus an where you believe the 
strawberry is going to land. If you keep the camera on the 

Continuous Auto-ocus setting, the camera will try to focus as you 
press the shutter release button. This can cause a delay when you 
fy to take the photo. You want to use Manual focus and pre- focus 


‘on the spot where the splash will happen E just floated a 
tlothespin and used auto-focus to get focus set; then T tumed the 
camera to Manual focus and made sure I didn't move the camera, 
fens, or milk (Figure 19.3). 


a) 


IKON Da 1801600 1/200 SEC. #771 
igure 19.81 used a clothespin to act as the strawberry while 1 
adjusted the focus. Because it was right on the surface, I could 
easily focus on it. 


‘The next steps are to actually drop the strawberry and take the 
photo. 1 held the strawberry over the milk with my right hand and 
put my left on the shutter release button. Then it was Just a mater 
of dropping the strawberry, quickly moving my hand out af the 
‘way, and pressing the shutter release button as the strawberry hit 
the milk- over and over and over again. 

You can see in Figure 19.4 that you not anly have to press the 
shutter release button at the right moment but also need 10 move 
Your hand out of the way to avoid a shadow of the hand in the 
milk. Press the shutter release button too early, and the strawberry 
{s frozen in midair and out of facus; press the shutter release 
Dutton too late, and the strawberry is covered in milk. You also 
need to pay attention to the look of the strawberry; for example, 
the middle image is ruined by a bruise on the berry 


lel: 


IKON Da 150 16001/2000 SEC. #771 
Figure 19.4 The sequence of the strawberry drop proves timing 
is everything and practice is vital. 


1 probably dropped the two best looking strawberries into the same 
‘ub of milk mare than 50 times before Igo a shot I really liked. 
Between each drap, I waited until the milk was fat, and 1 dried off 
the strawberry. The final image {Figure 19.5} was the one where 
"could see the strawberry clearly and the splash looked the best. 


[NIKON pa 1801600 12000 tc F771 
Figure 19.5 Here's the final strawberry splash image, which 
was my favorite of the shots 1 took: 


‘The setup for this shot is simple, and the results are fantastic. I's 
easy to try with a minimum of geat—Just have a towel handy 


Sunglasses and Watch 
Depending on the product, your photography you may want to 
enhance o reduce reflections, Glasses are a great subject to 
photograph, for example, especially against a solid white 
‘background. The frames and lenses are both reflective but usually 
in different ways because of their materials. You also need to make 
sure that there is something that the lenses of the glasses can 


eflect to give them shape. A wristwatch is slightly trickier to 
photograph because you need to watch the angle of the watch face 
in relationship to the light so that you reduce the reflection on the 
‘glass. 1 put these two products together in the same section 
Þecause the lighting 1s really similar, and both can be shot with 
just one Speedlight 


Gear 
You can take this type of shot using a single Speedlight in a softbox 
and a couple of bounce cards. The only real differences are the 
Subject and the angle of the light. 

E Sunglasses and watch : Both subjects have reflective glass 
Surfaces that need to be cleaned to remove dust, dirt, and 
especially any fingerprints. 

E Wire | used a small piece of wire to keep the watch strap 
in a loop. Buckle the strap and then place the wire inside 
and bend it to the right shape to position the watch exactly 
Where you need it. 

m Speedlight: The image is lit by a single Speedlight in a 
softbox. used an SB-800, but you can use any Speedlight 
that can act as a remote, 

‘Softbox : The Speedlight needs to be diffused so that there 
are no bright spots to reflect off the glass. used the 26-inch 
Westcott Rapid Box Octa because it is the perfect size for 
this. I is small enough to be easily managed bur large 
‘enough to produce a pleasing soft light. 

‘= Boom or century stand : The light needs to be placed 
above the product and aimed down. A boom or a century 
Stand ean hold the softbox in position and can easily be 
Adjusted as you tweak the position of the light. 

1 Commander unit: You will need a way to trigger the light 
from the camera. L used the SU-800, but you can use 


another Speedlight or the built-in flash to trigger the flash. 
You can also se a TTL cord because the distance between 
the camera and the fash is short enough 

‘= Camera and lens For this photo, I used the Nikon D750 
and a 105mm macro lens, allowing me to All the frame with 
the produet. For the watch, 1 moved the camera in much 
loser than for the sunglasses. 


m White paper £ I used a single 1 


ge sheet of white paper as 


the backdrop. 


‘Taking the Photo 
‘The key to these photos is the surface that the product is placed on. 
Using large piece of whitepaper, you can create a seamless white 
backdrop for the glasses to sit on. You can see the glasses sitting on 
my version af the background in Figure 19.6 


Figure 19.6 Sit The pair of glasses right on the seamless 
background. 


For the sunglasses shot, the main light was an 8-910 in a saftbox 
placed facing down over the work table and slightly toward the 
back. The SR-910 was set to Remote mode, channel 1, and group 
A. 1 triggered it from the camera using the SU-800, but you can 
trigger yours with any Speedlight ar built-in flash that can be used 
in Commander mode. You can also use a TTL cord because the 
distance from the camera to flash Is short enough. 

Two more light sources finish the photo: a couple of bounce cards 
{open up the shadows on the side. Place these on either side of 
the glasses ( Figure 19.7 ). For the final image (Figure 19.8 ), 1 
Set the Speedlight at 1/4 power and triggered it from the SU-800. 


Ne. 


Figure 19,7 Here the bounce cards are placed t0 add the 
highlights to the side of the glasses. You can adjust the cards to 


Figure 19.8 The final image of the sunglasses needed only a- 
single light and a couple of bounce cards. 


For the wristwatch photo, I replaced the sunglasses with the watch 
and moved the camera in loser. [used a few small pieces of wire 
to hold the watchstrap ina cele and then positioned the watch 
facing the camera 

‘Once the watch was in postion, I moved the camera closer to fill 
‘the frame with the wareh face and angled the overhead ight until 
it looked right ( Figure 19.9 ). I rhen added the bounce cards into 
place (Figure 19.10 ) to create the final image (Figure 19.11} 


‘Once again, I triggered the Speedlight rom the camera using the 
'SU-800 in Manual mode at 1/4 power, the same as forthe 
sunglasses, 


Figure 19.9 Without the bounce cards in place, you can see 
thatthe bottom and the bottom edges af the watch are still a 
litle dark: The bounce cards fix that 


Figure 19.10 This behindshe-scenes shot shows the setup for 
the wristwatch image with the watch and the bounce cards in 
place 
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Figure 19.11 The final watch image shows the face af the 
watch in great detail. 


Knife Set 
Photographing knives can teach you all abour reflective metal 
objects and the best way to light them. Far this photo, upped the 
stakes a lite and posed three knives together, each at a slightly 
diferent angle. Lighting the background separately adds some 
separation from the knives. This image needs five Speedlights. One 
lighis the background, one lights the overall scene, and each knife 
has a separate light on it to cause the reflection in the blades. The 
‘hardest part of this photo is getting the right angles on the 
Speedlights in front that create the bright reflections on the blades. 


Each has to be adjusted until i's just right. 


Gear 
‘This photo needs mare gear because each af the knives needs its 
own Speedlight to create the reflection off the Blade. If you want to 
‘ay this but don't have a lot of lights, uy it with just one knife and 
don't light the background. Then insted of Ave Speedlight, you. 
can do it with two. 

Here is the gear needed for the photo: 

1 Knife set : 1 used a ser of three throwing knifes because 
they are all the same and contain a lot of metal to reflect 
back at the camera. The handles are also metal but wrapped 
in paracord, adding some texture to the image 

E Speedlights: I used five Speedlight in the example image, 
but if you have one knife, you can get away with two lighis. 
For the three-knife serup, You need one Speedlight on the 
background, one over thë top in a softbox, and one on each 
knife. 

1 Softbox : The Speedlight over the top af the knives needs to 
be diffused so that you don't ger hard shadows. 1 used the 
26-inch Westcott Rapid Box Oeta because it is the perfet 
Size to light up all three knives. IF you want the knives 
Spaced further apart, you will need a bigger softbox or a 
Strip softbox so that all three are covered. 

E Boom or century stand : The overhead light needs to be 
placed above the knives and aimed down. Ta do this, you 
need a boom or a century stand to position the softbox. 

‘= Commander unit: You will need a way to trigger the light 
from the camera. L used the SU-800, but you can use 
another Speedlight 

‘= Camera and lens For this photo I used the Nikon D4 and 
1 70-200mm lens. You can use any lens that gives you the 
Jook you want. I wanted to shoot from further away to 
provide room to place the accent lighis that illuminate the 
diferent blades, and the 200mm focal length allowed for 
this easily. 

Tripod : The camera needs to be set in a tripod that ean 
hold it while you set up and test the lighus. 

m Justin clamps : These allow you to really fine-tune the 
exact placement of the Speedlights, which is what you need 


here. You can use the Justin clamps on light stands as 1 did 
‘or just pull up some chairs and clamp the lights to their 
backs 

1 Light stands: You needa light stand in the back to hold 
the background ight and three light stands up frant to hold 
‘each of the lights that create the reflections. If you use the 
Justin clamps, then you ean use anything as a light stand 
just clamp the lights to a chair back, for example. 

1 Snoots : The light used to create the reflections in the 
blades needs to be tightly controlled so that it doesnt spill 
over and light everything in the scene. You can we any 
‘snoots to do this; I used three of the Rogue FlashBenders 
rolled up as snocs. 

m Custom backdrop : The backdrop is a piece of paper that is 
made to look like wood. You ean buy some great papers t0 
use in product photos at any good art supply store. 

E Wood : used a plain piece of serap wood to hold the 
Knives in place simple and effective. 

E Rogue Grid: A Rogue Grid is used on the background light 
to control the spill of light. 


‘Taking the Photo 


Build the lighting for this photo from the back forward with the 
background light Arst, then the overhead light, and finally the 
three accent lights. For the example, I positioned the knives in the 
piece of wood point frst and placed the wood on the work able. 
then placed an $8-800 Speedlight on a low light stand and aimed it 
atthe background. With a Rogue Grid over the flash head, the 
‘8-800 was ser to Remote mode, channel 1, and group €. For the 
Þackground, I used a piece of art paper that was made 1o look like 
wond. You can see the setup in Figure 19.12. The goal is to create 
a bright spot in the middle of the background with the wood 
pattern at the edges, You can see the example image with only the 
background light Aring in Figure 19.13 


‘igure 19.12 The background light aims at the custom art 
paper. 


Figure 19.13 The background light alone silhouettes the 
ives, 


The next step is to add the overhesd main light. used an SB-800 
Speedlight in a Westcott Rapid Box Strip light placed overhead and 
tothe rear af the knives. The Speedlight was set to Remote mode, 
channel 1, and group A. L wanted the overhead light to add some 
Tight to the whole scene and add some illumination to the top of 
the knives, The overhead ight firing alone eeates Figure 19.14 


Figure 19.14 In this test firing, the knives are lit by just rhe 
overhead softbox held in place with a century stand. The light 
is over and slightly to the rear of the knives. 


The most difficult part of this setup is aiming the three Speedlights 
used 10 illuminate the knife blades For the example, each of these 
is set to Remote mode, channel 1, and group B. Because all these 
lights are in the same group, they wil all have the same power and 
need to be roughly the same distance from the blades. Each of 
these Speedlights also needs a snoot over the end to contral the 
spill of light. used a Rogue FlashBender ) To simplify positioning 
these lights, rurn off rwo of the flashes and aim the first one, and 
‘when you Bave that flash aimed properly, repeat the same process 
for the other two lights. You can se the three speed lights in 

all aimed at the work area. Each of the Speedlights is 
in a Justin clamp and mounted on a light stand. F 
shows how the individual lights look when fired separately 


figure 19.15 The three accent lighus need to be aimed 
Individually The three Speedlights used for the example shot 
are mounted in Justin clamps on light stands, and each has a 
Rogue FashBender as a snoot. 


Figure 19.16 In these images, you can see how the Individual 
Tights each illuminate and reflect off of a diferent blade. 


‘The final step is to turn on all the lights and make sure everything 
stil looks great. In Figure 19.17 you can see all three front lighis 
fare turned on, as well as the overhead light All that is needed is to 
tumn on the background light. The Anal settings for the images 
were Manual power at 1/8 for group A, Manual power at 1/64 far 
group B, and Manual power at 1/8 Tor group C (See Figure 19.18, 
$ 


Figure 19.17 Test just the front lights and the overhead light, 


Figure 19.18 Here's the final image ofthe knife set with all af 
the Speedlights firing. 


Camera Body 
‘take alot of photos of cameras, ashes, and other gear, which are 
a lot move challenging to photograph than you might think: 

Because the gear is usually a combination of plastie, rubber, metal, 


and glass, you must deal with several different reflective surfaces, 
You also want certain features, such as the model name, tobe 
properly it and basically loak as good as possible. To succeed, you 
need to add ite splashes of light in just the right places. Doing so 
requires a combination of multiple Speedlights, flags, and bounce 
cards Plus, to light the background, you need another Speedlight, 
grid, and gel 


Gear 
‘This image takes more lights than you would think Four 
Speedlights are needed to light up everything just right. Here is a 
complete gear list 

‘= Camera body : The model for the example photo is the 
Nikon D750 with the MB-D16 Battery Pack. This camera 
makes a dificult product to photograph, especially because 
the name plate is at a different angle than the Nikon logo 
and both need to be it properly. 

= Speedlights: The image is lt by a four Speedlights. The 
main light is in a softbox over the camera, then two 
different Speedlights highlight different parts of the camera, 
and a fourth Speedlight light the background. 

1 Softbox : The main Speedlight needs to be diffused so that 
‘you don't ger hard shadows: Iuse the Westcot Rapid Box 
Sirip because it is the perfect size to light up the camera 
body. 

m Snoots : The two accent flashes need snoots so that the 
light from them doesn't just spil everywhere. Two small 
Rogue FlashBenders rolled into snoots, one on each, 
‘Speedlight, work perfectly to control the light. 

= Rogue Grid and gels: One of the easiest and coolest- 
looking backgrounds ean be created by using a Rogue Grid 
and a colored gel 

1 Flags A couple of pieces of black poster board help to 
control the spill af light. 

Bounce cards: A couple of pieces af white poster board 
help to apen up some of the shadow areas and add a litle 
light, especially tothe sides of the camera. 

‘= Boom or century stand : The light needs to be placed 
above the camera and aimed down so that it illuminates the 
top ofthe camera. To do this, you need a way to hold that 


Tight in place. Either a boom or a century stand can do this 
with ense. 

m Justin clamps : Clamps hold and position the two 
‘Speedlights that luminate the details on the camera. 
Because they allow the flash to be precisely positioned, 1 
use Justin clamps either attached to the work surface or 
mounted on light stands. 

1 Light stand : You will need a couple of light stands for the 
toto Speedlights that add the deta light, as well as one for 
the back light. Depending on your setup, if you use the 
Justin clamps, the two deal lights ean be mounted on just 
bout anything from a chair to the actual work table. 

‘= Commander unit : You will need a way to trigger the lights 
from the camera. L used the SU-800, but you ean use 
another Speedlight 1 used all three groups for this photo, so 
T recommend an $8-900, 8-910, $8800, or SU-800, 

B Camera and lens : For the example photo I used the Nikon 
D4 and a 70-200mm lens, but you can use any camera and 
any lens you want. The key to consider is how much of the 
surrounding area you want in your image. 

m Tripod : For this shot to work, the camera needs to be ser in 
i tripod that can hold it in the same spot while you adjast 
the lights. 

slack board : The background is a piece of black board. 


Taking the Photo 
‘The first step is to set up the work area and clean the model 
camera and lens. Wipe off the camera and use compressed air to 
Pow the dust off the rubber grips. Polish the logo and the eamera 
name with a lint-free cloth and clean the lens. Once you set the 
model camera on the work surface, ry hard not to touch it at all to 
avoid fingerprints. If you do have to move the model camera, use a 
loth or cotton gloves to help reduce any fingerprints ar smudges. 
‘The next step is to set up the camera that you're using to take the 
photo, Place it on a tripod and aim it atthe model camera. Because 
T took the example photo specifically for chis book, I wanted to 
take a portraitorientated photo, so L set the camera in the tripod 
vertically and aimed straight at the model camera. 

With both cameras in position, set up your lights. set the 
background Tight, an 86-500, to Remote mode, channel 1, and 


group C. I placed it on a short light stand positioned between the 
‘Work surfare and the background, which was a plain plece of black 
‘cardboard, The SB-800 was ited with a Rogue Grid and a red gel, 
as well (Figure 19.19 I picked red because the Nikon colors on 
he camera are Back and red, but you can use any color you 
wanted. 


Figure 19.19 The D750 and the background light are in 
position, and the SB-800 is fitted with the Rogue Grid and red 
gal 


Now it is just a matter of taking some test shots to ensure the 
background light isin just the right place. For the example, I fist 
set the camera to Manual mode with a shurter speed of 1/200 
second, an £/16 aperture, and an 150 of 400. On the SU-800 with 
the channel ser to 1 and groups A and B tumed off, 1 set group C to 
1/4 power and took some test shots as I adjusted the position of 
the background light. 1 still didn't like the color, so I adjusted the 
power to 1/2 and got the image shown in Figure 19.20, 


Figure 19.20 Take some tet shots to begin. Here I 


photographed the Nikon D750 with just the background light 
tumed on. 


‘Once the background light is set, position the main light, which is 
the one overhead in the softbox: 1 used the SB-910 in a Westcott 
Rapid Box Strip held above and slightly behind the camera using a 
century stand. I set the Speedlight to channel 1 and group A, and | 
Set the Commander's mode to Manual power at 1/8. The main light 
and the backlight together produce the image in Figure 19.21 


Figure 19.21 As a test, I photographed the Nikon D750 with 
the background and overhead lights both on 


Nen, place the bounce cards to help the main light illuminate the 
sides of the camera, adding Just a litle AN light and giving the 
camera some shape. Also, add a set of flags to keep the front Tights 
from spilling into the back where you don't want them. You can 
see the setup in Figure 19.22 and the effect the cards have in 
Figure 19.23 


Figure 19.22 The Nikon D750 setup shows the placement of 


‘the bounce cards. 


Figure 19.28 Here's the Nikon D750 photographed with just 
the background light on and the bounce cards in place. You can 
‘see how they help define the edges af the camera 


The final step is to add the two accent lights that illuminate the 
front of the camera. Place the first accent to light up the left side of 
the camera and the second to iluminate the right side. The light 
needs to hit the D750 and bounce of at the proper angle to give it 
the shine. 

1 set the two front lights both to channel 1 and group 8 and then 
placed them really close to the camera. Manual power at 1/128 is 
Just enough light to illuminare both the front left and right of the 
‘camera body. The angle is the key, however. As you can see in 
Figure 19.24 , the light on the D750 name was off at frst and the 
text was not reflecting the light and looked dull. Al! 1 needed ta do 
was move the light slightly to the right, and the angles at which 
the light hit the reflective name plate changed. The name bounced 


‘the light right at the camera, making the D750 stand out in Figure 
19.28 


Figure 19.24 All the lights are now firing, but as you ean ses, 
‘he D750 name is still not reflecting the light inthe way it 
should 


Figure 19.25 Changing the accent light produced this final 
se with the lights bouncing ofall the surfaces exactly the 
way I want 


Beverage Bottle 


Photographing a bottle full af liquid and making it look appealing 
takes some work I's not dificult but it ean take a quite a few 


lights and some careful placement of lags to get the light just 
right, 

‘The basics for this photo are to light the bottle and the liquid 
inside with a light shining through the botle righ at the camera. A 
light on each side adds some shape to the bottle, and a light 
overhead lights up the bottle cap and the top part of the glass 
Another light then illuminates the label, and a final light adds a 
Ted splash to the background, 


Gear 


‘This photograph takes the most gear out of all the examples, but 
much of the lighting is actually very subile. Here is the gear you 
will need: 

‘= Bottie : Just pick your favorite bottle to photograph. 

m Speedlights: The image is Nit by four Speedlights. It needs 
a light shining though the bottle, one overhead, a separate 
Tight for the label, and then a final light on the background. 

Softbox : The overhead Speedlight is in a small softbox 
because the light needs to be diffused so that you don't get 
hard shadows: 

E Rogue Grid and gels: Some of the easiest and coolest 
looking backgrounds are ereated by using a Rogue Grid and 
a colored gel. 

E Snoot : A snoot on the light used to illuminate the label 
Keeps the light from spilling all over the rest of the scene. 

a Bounce cards: A couple of pieces af white poster board 
crente the lighting on the side of the boile. 

E Boom or century stand : One light needs to be placed 
above the barle and aimed down so that it illuminates the 
bonte cap Either a Boom or a century stand can hold a 
light in this position with ease. 

B Justin clamps : These are needed to hold and position the 
‘Speedlighs that are going to illuminate the details on the 
label and the Speedlight that will light the background. 

la Light stand You will need a light stand for the Speedlight 
that adds the derall to the label 

‘= Commander unit: You will need a way to trigger the lights 
from the camera. L used the SU-800, but you ean use 
another Speedlight 1 used all three groups for this photo, so- 


{recommend an $8-900, 8-910, 58-800, or SU-80O, 
‘= Camera and lens For this photo, I used the Nikon D4 and 
a 105mm lens, but you can use any camera and any lens 
You want. Your choice depends on how much of the 

Surrounding area you want in your image. 


l= Tripod For this to work, you need a tripod that can hold 
the camera In the same spat while you adjust the lights. 


1 Black board: The background is a piece af black board. 


1 Glycerin : You can get this at the pharmacy. When mied 
with some water and put in a spray bottle, glycerin adds 
That moisture to the glass that makes the image pop and the 
borte look like tr's fresh-from-the-cooer cold. 


Taking the Photo 


Position the bottle in the middle of the work area and set up the 
camera facing it. Once the bottle and camera are in place, try to 
not mave them at all. The first lighting step isto set up the light in 
the background that wil blast its photons through the bore right 
at the camera and make the liquid in the bottle glow. For the 
‘example, Ise this Speedlight ro Remote mode, channe! 1, and 
group C. Even though I am seting up the background light first, 1 
Suil use group C because 1 consider it a background light. The idea 
[sto get the Bottie glowing but not so much that it looks 
radioactive. Figure 19.26 shows the bottle with only the 
Background light fring. 


Figure 19.26 The bottle glows with just the background light 


The next step is to add the overhead light that luminates the 
bottle cap and the neck of the bortle. I used a small LumiQuest 
Softbox on an SB-800 set to Remote mode and group A. This ight 
is positioned over the bottle and pointed straight down to create 
the effect in Figure 19.27 This ight will also light up the sides of 
the botle using some bounce cards that are set up around the 
bottle shown in Figure 19.28 


Figure 19.27 The overhead light in a Luni Quest Softbox aims 
loin at the bottle 


Figure 19.28 The four bounce cards positioned around the 
borile reflec light back to create the great edge lighting. 


‘The next step is to add the light for the label. For the example, 1 
used an 8-910 on a lighe stand positioned right by the camera 

Jens. I used a Justin amp on the side of the light stand so that the 
light could be right over the lens, aimed directly at the label. A 

Rogue FlashBender used as a snoot kept the light tight and right on 
the label. You can see the Setup in Figure 19.29 . For the example, 
Iset this light to Remote mode and group A Tt will ire at the same 
power and mode as the overhead Tight, but I ean control its power 
and spread by Just changing the distance between it and the bottle. 


Figure 19.29 The Speedlight in the Justin clamp attached to 
the light stand aims at the bole, 


‘The final step is to attach a light to the top of the background 
holder and aimn it down. Equipped with a Rogue Grid and a blue 
seh this light was ser to Remote mode and group B for the 
example. Figure 19.80 shows the igh position, and you can see 
the final image in Figure 19.31 . The power senings for the three 
sroups were 1/4 power for group A, 1/8 far group B, and 1/64 for 
group C 


Figure 19.30 Here is the background light positioned above the 
background 


the final image with all four Speedlig 


Wine Pour 


This final example photo captures a pour from a bottle into a glass 
ass thar the liquid is being poured into is caprured with one 
ht, which bounces off the background. Because the glass is 


transparent, the camera is actually capturing the light bouncing off 
the background and shining through the glass. A second light 
above the glass lights up the liquid, and a third light evens out the 
Tight on the upper part of the background. IF you Bave just a single 
light, you can try this shot with only the light that bounces off the 
background because it will give you a good ides of the lighting 
used. 


Gear 
The gear for this shoot is pretty simple; the hard part is the timing 
and the setup. Here is the gear you need to capture this shot 

E Botte : Just pick your favorite botl to pour from. Make 
sure the top of the borile i clean. 

1 Glass: You will need a wine glass (or any glass) to pour the 
liquid into. The glass needs to start off clean. 

‘Food coloring: The liquid 1 am pouring is Just red food 
‘coloring and water. I's less expensive than Wine and easier 
to clean up, plus ir gives me more contral aver the colar- 

m Speedlights: The image is lit by three Speedlights. The 
main light is actually a Speedlight in the back that bounces 
‘off rhe Background and illuminates the glass; A second 
Speedlight above the background lights up the area behind 
the glass to get that all-white look. One more Speedlight in 
a softbox overhead lighus up the liquid. 

Softbox : The overhead Speedlight is in a Westcott Rapid 
Box Strip far a sofier ight 

1 Flags A coupe of pieces of black poster board help to 
control the spill af light and create the thin black lines on 
The edge of the glass 

‘= Century stand : The overhead light ison a century stand to 
hold the light aver the glass. 

m Justin clamps : These are needed to hald and position the 
‘Speedlights that are going to luminate the background. 

1 Light stand : You will need a light stand for the 
background light. 

‘= Commander unit: You will need a way to trigger the lights 
from the camera. L used the SU-800, bur you can use 
another Speedlight 1 used all three groups for this photo, so 
T recommend an $8-900, 8-910, 58-800, or SU-800. 


‘= Camera and lens : For this photo I used the Nikon D4 and 
‘the 24-70mm lens, but you can use any camera and lens 
you want. Just make your choice based an how much ofthe 
Surrounding area you want in your image. 

Tripod : The camera needs to be set in a tripod that can 
hold it in the same spot while you adjust the lights. 

m White board : The background is a piece of white board, 
and a second piece is used as a base to set the glass on. 


Towels : Pouring liquid can create a mess, so having a 
towel or three is a good idea. 


Taking the Photo 


‘To begin, place the background light in a light stand behind and 
below the work surface with a Rogue FlashBender (or other 
elector) to bounce the light up onto the background (Figure 
19.3). Because glass is lit with a reflected light from the 
background, you can light the background and the glass with one 
light This raised an issue for me when taking the example shot 
‘eeause I usually assign the main light to group A and the 
background light to group C. When the background light is the 
main light, I have to make a choice. This time, I chose group C and 
channel 1 because the Tight I physically in the position to light the 
background. With the wine glass in place, you can see how the 
‘background light illuminates the glass in Figure 19.33 


Figure 19.32 The SB-010 acts as a background light with a 
Rogue FlashBender to bounce møre of the light onto the 


background. 
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‘igure 19.33 Here the wine glass is lit with just the 
background light 


‘To ald some definition to the glass, use a couple of black pieces of 
‘board as close to the glass as possible without being in the frame. 
‘This creates a thin black line on the edges af the glass giving it 
shape and form. Yau can see the placement of the black flags in 
Figure 19.34 


Figure 19.34 The pieces of black board create the thin black 
lines onthe edge of the glass, 


‘The final pieces to add are alight to illuminate the top of the 
background and a light over the top of the glass to help illuminate 
the bottle and the liquid pouring. For the frst light, Lused a 
Speedlight in a Justin clamp attached to the top of the background 
and aimed down with a FlashBender bouncing the light on the top 
af he background while ar the same time controlling the spill of 
light. The last light I placed in Westcott Rapid Box Strip over the 
top of the setup. You can see the setup in Figure 19.33. The light 
over the top of the setup was set to Remate mode, channel 1, and 
group A, while the light used to light up the top of the backdrop 
‘was set to Remote mode, channel 1, and group B. 


Figure 19.85 The final setup is ready to capture the pour into 
the glass. 


‘The final steps are to set the exposure and to pour the liquid into 
the glass while taking the photograph (the tricky part). You need 
to use a fast enough shuter speed to freeze the pour as it ands in 
the glass. For the example, a shutter speed of 1/1000 made it easy. 
‘Tha speed also means using a higher ISO (1 used 1600) and a. 
medium depth of field (for me, £9). The next step is to dial in the 
power for the three groups of lights, and with a linie 
Experimentation 1 found that worked out to group A at 1/16, group 
Bat 1/4, and group Cat 1/4. The final image is Figure 19.36 


> 


Figure 19.36 The final image captures the pour into the glass. 


A for the strawberry drop, the tricky part to this image is to press 
the shutter release button at the right time. A couple of different 
approaches can help you get the best results with the fewest 
Tepeats. The best way is to enlist a friend. While he or she pours 
the liquid (or drops the strawberry), you press the shutter release 
button. If you are working alone (as 1 was in these shots), you can 
use one of the remotes that Nikon makes to trigger the camera 
from a distance. Depending on the camera, there are a variety of 
diferent remotes that work either wirelessly or wired. Check the 
camera manual for your specifie camera. Finally, you can y the 
‘method I used for boch of these shots, whieh is to physically press 
the shutter release button with my left hand while pouring (or 
dropping) with my right. It takes patience and timing but isnot as 
hard as it sounds. 


Final Thoughts 


Product photography can be a lot af fun. The models don't need to 
be paid and can hold their poses forever, If you need inspiration, 
jist open any magazine and check ou the advertisements. When 
you look at the images, start to work our the lighting. Where is the 
main lighting coming from, and how was the scene put together? 
Trying to build the seene at home is a great way to practice your 
produer lighting. 
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close-up kits, 97 , 105 -109 , 259-260 
close-ups of products, 257 -250 
cloth surfaces, 253 
(AS. See Nikon Creative Lighting System 
Cody's lighting studies, 287 -290 , 309-313 , 336-340 
olá shoes, 141, 299 
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about, 153 
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u 


half eut, 124 
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High-Speed syne, 159-161 , 234-235 , 239 
Highlight Weighted metering mode, 27 -28 
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Knife Set lighting study, 380-385 
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labeling Speedlight groups, 187 
Lasolite MeNally TriGrip, 348 , 349 
Lastolite accessories, 128 
lenses 
choosing for close-up photos, 257 -255 
fast, 4112 
maero, 97 , 106-107, 259-260 
packing, 226-227 
200m, 42 
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light meters, 22 -23 , See also metering modes 
light modifiers, 121 -131 See also gels 
about gels, 14, 123 
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‘wide-angle diffuser panel, 112-113 
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light spill, 303,380 , 366 , 382-383 
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lighting. See aso action shot; portrait shoots ; product 
photography 


about, 5 
backlighting, 9 
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broad and short, 210-211 
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color and temperature of, 11 -12 
conflieting sources of, 286 
direction af, 7 
down, 9-10 
lash color, 14-15 
focusing tight flash, 279-283 
front, 8 
hard and sofi, 16 , 212-215, 243 
how camera sees, 24-25 
intensity of, 6 
Inverse Square Law, 17 
loop, 207 
off computer sereen, 331 -335 
Packing list for, 226-231 
portrait, 205 
Tefieetions of, 251 -256 
Rembrandt, 205 -206 
replicating natural source of, 284 -286 
sidelighting, 9 
wp, 20 
white balance, 13-14 
Lighting studies 
Beverage Bottle, 391 -304 
Bike Rider, 358-362 
Camera Body, 386 -300 
Cody, 287 -200 , 309 -313 , 396 -340 
Dancer, 274-278 , 298-301 , 322-327 
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Maha MH-CHOLD charger, 101 
main light, 205 
Manual (M) mode, 45 , 46, 152-153 , 174, 176-177 
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Matrix metering mode, 29-30 
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‘ambient and flash, 30-32 
light meters for, 22 -23 
metering modes, 25-20 
‘TTL technology, 22 
memory cards, 227 
metal surfaces, 252 
metering modes 
about, 26,32 
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Matrix, 29-30 
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mounting 
‘300, 68 
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about, 153, 142 
booms, 239 
brackets, 140-142 
stands, 138-139 
‘ash stands, 134-135 
Justin clamp, 135-136, 227 , 228 
light stands, 137 -138 
multiple flash brackets, 241 -142 , 236 
multiple off-camera flashes, 321 -345 
about, 321, 344 
adding extra light with, 322-327 
adding harder light with, 328 -330 
mimicking light off computer sereen, 331 -335 
‘multiple Speedlights. See also multiple off-camera flashes 
environmental portrait with, 223 
‘headshots using, 225 
portrait lighting with, 215 -216 
‘roduc photos using, 264-266 
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using multiple flash bracket for, 141 -142 , 236 
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about, 56 , 147, 163 
AF-AsistINuminator, 161—162 
components of, 53,55 
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‘Flash Compensation settings in, 49 -50 
fash modes, 148 -149 
Guide Numbers, 148 
professional cameras in, 56-57 
radio tigers vs., 180 
syne speed and high-speed syne, 159—161 
‘TTL technology for, 12, 149 , 158 -159 
Nikon metering modes, 26-29 
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ashes single off-camera flashes 

mixing radio and line-afsight triggers, 196 -199 

madio triggers, 189-192 

SU-4 mode, 192-196 

using groups of, 185 , 186-188 

working with remote Hashes, 146 -188 
older Speedlight models, 83-94 
outdoor Speedlight firing, 19% 
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packing for shoot, 220 
paper surfaces, 253-254 
Paramount lighting, 208 
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planning far location shots, 219 , 220-221 
plastic surfaces, 253 
PocketWizard, 189-191, 197 
pop-up flash, blocking light fram, 97 
portrait shoots, 203 -231 . See also multiple off-camera flashes 
Singleash portrait shoots ; single off-camera Mash shots 
about, 203,231 
action, 253 
avoiding eye blinking, 157 
‘broad and short lighting, 210-211 
buttery lighting, 208 


controlling shadows with, 204-205 
diffusion panels for, 118 -120 
headshots, 225 
oop lighting, 207 
one and two lights far, 215-216 
Packing for locations, 226-231 
Rembrandt lighting, 205-206 
shooting environmental portraits, 218 -225 
soft light vs. hard light, 212-215 
softboxes for, 118 , 208, 207 
split lighting, 209 
‘three or more lights far, 217 

positioning 
remote fash, 314-217, 361, 362 
shots with off-eamera flash, 302-305 

power. See also bateries 
adjusting remote group power settings, 175-177 
battery, 98 
needed for action shots, 235, 
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product photography, 241 -260 , 371 -399 
‘basis of, 242 -244 
Beverage Bottle study, 301 -304 
‘Camera Body study, 386 -300 
close-ups for, 257 -250 
drops, splashes, and pours, 267 -269 
Knife Set study, 380-385 
multiple Speedlights for, 264 -265 
preparing items for, 248-251 
reflections, 251 -256 
seting up, 244-247 
Speedlighs for, 571 , 399 
Strawberry Splash study, 372 -376 
Sunglasses and Watch study, 377 -380 
using one Speedlight, 260 -263 
Wine Pour study, 395 -308 

professional Nikon cameras, 55 , 56-57 
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radio triggers, 189-192 
‘mixing with line of sight, 296-2199 
ros and cons of, 189-191 
TTL for, 192 
sing, 191 -192 
RadioPopper, 189 
Rear Curtain Sync, 253 , 237 , 238, 239 
rechargeable batteries 
chargers for, 101 
compatibility with chargers, 99 
NiMH, 98-09, 100 
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ecomposing images with FY Loek, 155 -157 
reflected light meter, 22, 23 
reflections, 251 -256 
adjusting light for different reflective surfaces, 386-390 
angle of, 251,252 
diffuse, 252 
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specular, 251 , 252 
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refletors, 127 , 230-231 , 284 , 285 , 286 , 287 -290 
Rembrand lighting, 205-205 
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adjusting output ratios for, 181 -182 
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controlling flash modes for Commander and, 174 -175 
firing, 170, 183, 185 , 186-188, 367 
Ilustrated, 186, 187 
lighting with, 186-188 , 297, 326 , 329 , 393,335, 399, 349 
1383 
power settings for, 175-177 
testing, 187-188 
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‘S880, 90 , 167, 160 
‘#900 in, 94 
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using Speedlights in, 167 -170 
Repeating Flash Commander mode, 178-180 
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Rogue FlashBender, 130 , 151 , 228 , 229 , 274 -278 , 291 , 202 
Rogue Grid, 121 -122 , 130 , 228 , 229 , 273, 279-283 
Rogue Universal gels, 125,130 
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sandbag, 340,354 
SB-300 Speedlight, 67 -68 
8-400 Speedlight, 83 
8.500 Speedlight 
about, 67 
‘Commander mode, 68-69, 70,171 
feature, 68 -70 
Remote mode for, 70 , 167 
SB-600 Speedlight, 70, 71 , 83-86, 167, 168 
8-700 Speedlight 
about, 67 
Commander mode, 70,74, 167 , 172, 174 
features of, 71 -74 
Quick Wireless Contrat mode, 181 
remote group power settings, 175 
Remote mode, 70,74 , 157 
SU-4 mode settings, 193 
‘8-800 Speedlight, 83 , 86-90 
‘close-up work for, 107 


Commander mode, 89 , 172,173, 174,175 
‘emote group power settings, 175 
Remote mode, 90, 167 , 169 
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SU-4 mode settings, 193 
8-900 Speedlight, 90—94 , 168, 172, 175 
Commander mode, 94 175 
‘emote group power settings, 175 
Repeating Flash Commander made, 178 
SU-4 mode setings, 194 
8.910 Speedlight 
about, 67 
Commander mode, 78 -79 , 172-173, 175 
features of, 75-78 
GN mode for, 151 
emote group power settings, 175 
Remote mode, 79 , 165 , 169 


Repeating Flash Commander mode, 154 , 178 , 179 


SU-4 mode setings, 194 
"TTL and Auto-Aperture mode far, 149 -150 
SB-R200 Speedlight, 79-80 108 , 109, 169-170 

‘covering Speedlight, 196 
FX and DX format for, 58 
rotating toward SU-800 signal, 349 
shadows 
‘asi lighting addressing, 205 -211 
controlling portraits, 204 -205 
difusion dome dispersing hard, 274-278 
with hard and soft light, 212-215 
shooting 
‘leaning items before, 248 -240 
environmental portraits, 218-225 
‘organizing Speedlight groups far, 156 -188 
packing for, 220 
shoots, produet photo accessories for, 245 -247 
short lighting, 210-211 
shutter release button, 35 


shutter speed 
caeulating for action shots, 356 , 360 
‘combining with aperture and 150, 42 , 44 
controlling exposure with, 36 -38 , 39 
High-Speed Syne with fast, 150-161 , 283 , 234-235 , 239 
Shutter Speed Priority (8) mode, 45, 46 
sidelighting, 9 
single-flash portrait shoots, 273-295 
about, 274, 295 
creating white poster board reflecta far, 287 -200 
dispersing hard shadows, 274 -278 
Focusing tight lighe with, 279-283 
library location shoot, 291 -294 
Teplicating natural light source with, 284 -286 
single-flash produet phot, 260-263 
single off-camera flash shots, 297 -328 
about, 297 , 318 
‘changing shooting positions with, 302-305 
‘creating soft light for, 298 -301 
Hiuminating entire scene with, 306 -308 
improving control over light in, 300-312 
Positioning remote flash far, 314 -317 
single-use batteries, 99 
Slave Flash, 167 
smoots, 120-121 , 223,201 , 292 , 293 , 382, 383 
Soceer Kick lighting study, 383 -357 
soft ight 
creating with single off-camera flash, 208 -301 
Dancer lighting studies in, 274 -278 , 298-301 , 322-327 
defined, 16 
distance between produet and souree of, 243, 244 
working with, 212-213 , 214 
Softboxes, 117-118 , 129, 131 , 189, 206-211 ,230, 298 
specular reflection, 251 , 252 
Speedlights. See ao acossris; light modifiers; mounting 
devices 5 multiple Speedlights and specifie flashes 
‘adjusting to camera sensors, 58 
battery use with, 102 
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‘Commander mode, 70 , 166-167 , 171 -173 
compatiblity of all, 95' 
‘components of, 65 
fring remote groups, 170 , 183 , 185 , 186-188, 367 
‘ash iumination patterns far, 114-115 
flash modes, 148-140 
flash stands for, 134, 135 
‘ashing through umbrellas, 116-117 
sels for, 123 
Guide Numbers før, 148 
labeling groups of, 187 
locking flash output consistency, 157 
mixing radio and line-ofsight triggers for, 196 ~199 
multiple, 215-216, 217 , 264 -266 
older and discontinued, 83 -94 
part of CLs, 53, 55 
‘product photography with, 260 -253 
Remote mode for, 70 , 168-167 
‘8-300, 67 -58 
st-400, 83 
$8500, 67 , 68-70 
884600, 70,71 , 83-46, 167, 168 
‘8-70, 67 , 70-74 
‘8800, 83, 86-90, 172, 173, 174 
8,900, 00 04,168,175 
8-910, 67 , 75-79, 172-173, 
‘58-2200, 79-80 , 108 , 109 , 169-170 
shooting outdoors with, 195 
Softboxes, 117-118 ,129, 131 
'SU-800 Commander, 81 -82 , 103 
tilt and rotation of, 113 
‘TTL mode with, 65 
types of, 67 
using with professional-evel cameras, 56 -57 
‘wide-angle diffuser panels, 113 
200m controls for, 112 

splashes, 257 -269 , 372-378 


split lighting, 209 
Spot metering modes, 25-27 
story telling in portrains, 219 
studio examples. See produet photagraphy ; portrait shoots; 
lighting studies 
SU-4 mode, 192-196 
'U-800 Speedlight 
as Commander, 1-82, 103,173 
(Quick Wireless Contral mode, 181 -182 
remote group power settings for, 175 
subjets 
avoiding blinking, 157 
distance between light and, 243 -244 
giving role to play, 318, 
knowing, 219 
photographing multiple, 254 
Sunglasses and Watch lighting study, 377 -380 
sunlight, 13, 350 
supplemental banery pack, 103 
syne speed 
defined, 38 , 234 
events for, 150-160 
setting up, 161 


? 
temperature 

gels for coor, 123-125 

light, 12 

white balance settings for, 14 
testing remote flash groups, 187 -188 
‘Think Tank Photo Shape Shifter backpack, 358 
triggers. Ser off-camera fash wigger ; radio triggers 
‘TTL modes 

about, 55 

about TTL, 21 , 158-159 

adjusting Flash Compensation in, 49 

adjusting power by remote groups in, 176 

Auto-Apenture mode vs., 174, 177 


‘ash modes with, 174 
radio triggers using, 292 
Speedlights in, 66 
types of, 159 
using with Close-up mode, 107 
‘TTL remote cords, 104-105, 236 , 228 , 261 , 342-343, 344 


u 


umbrella brackets, 140-141 , 229 
umbrellas, 116-117 , 230, 296,299, 300, 322, 324, 325, 387 
338, 349, 351, 352 

up lighting, 10 


v 
variable aperture zoom lenses, 42 


w 


Westcott Rapid Box, 309, 310, 312, 353, 354, 363 
Westcott softboxes, 151 , 189, 230 

white balance, 13-14, 15 

‘wide-angle diffuser panel, 112-113 

Wine Pour lighting study, 395-308 
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zoom lenses, 42 
zooming lash head, 112 


Appendix. Speedlight Resources 


Wondering where to track down the gear mentioned in this book? 
You've come to the right place. This appendix contain links to all 
the gear discussed in this booke, as well as a list of resourees for 
using the Nikon Creative Lighting System and small flashes in 
general. 


Nikon 
Nikon has a lot af resources online for photographers. Here are the 
links to some of the most important Nikon resources: 

E Nikon Worldwide ww. sikos.com 

E Nikon USA : www konusacom/en/Index page 


E Nikon Learn and Explore: wvww.nikonusa com/en/læarn- 
And-Explare/index.page 


= Nikon Speedlights: btip://imazing sikon com/lineup/ 
spoeights/index hum 


‘a Nikon Refurbished : wr: nikonusa.com/en/Nikon-Store/ 
Refurbished Cameras page 


E Nikon Professional Services: ww.lknapea som 


Light Modifiers 


When it comes to light modifiers, I always have at least a Rogue 
FlashBender in my camera bag because they are easy to use, 
lightweight, and virtually indestructible. Depending on the shoot, L 
may also bring an umbrella, softbox, or snoot. Here's a list of links 
for the various light modifiers that I use ona regular basis: 


m HonlPhoto : wiw-honiphoto:com 
sw LumiQuest: htp//lumiquest.com 
Lastolite: ww. lastoliteus 


E McNally Lastolite Signature Range : we lastolite us 
‘oe menally 


m Sto-fen : wwrw.sofen com/index asp 

1 Expo Imaging : yw w-cxpolmaging.com 

‘= Rogue FlashBenders, Grids, and Gels 
www rogueflash com 


m Westeot: wuw-fwestcott com 
m Westeott Rapid Box for Speedlights 
wus westen com/light-maulifiers/rapid-box/raph 
speedlites 


Stands, Grips, Backgrounds, and Bags 
As you've seen in the behind-the-scenes figures throughout the 
Book, successful photo shoots often rely on a cast of supporting 
players—ftom the bags that carry your gear to a location tothe 
Stands and clamps that hold your Speedlights and background 
during the shot For instance, 1 use a Iot af dierent light stands. 
Most af them were the house brand for a camera store that fs now 
out of business. You can use just about any light stand, but 1 do 
Tike the Adorama Flashpoint stands. Manfrotto makes great tripods 
and monopods, but they also a variety of stands that are solid and 
teliable. You can learn more about these light stands, as well as the 
other useful clamps, backgrounds, and cases, at these links: 


‘= Adorama Flashpoint Light Stands: www adorama conv l/ 
Lightng-and Studio /LightStands-and-Sooms-and-Suppat, 
Flashpoint -Light Stands 


‘= Manfrotto Wor 
‘= Manfrotto USA : yw. manforto.us 


m Justin Clamp: wvv. manftotio.com/spring-tlamp w- 
shoefiash 


1 Frio Cold Shoe: hrrpc//enlighrphotapro.com/gear/rio-v2- 
coldshoe 


1 Seamless Paper hitp://savageuniversal com/produets/ 
seamless paper 

m Wesetcott Background Stand Kit: www. fjwesteott com/ 
backgrounds/stands-starage 

1s Westeott Backgrounds : wvv. jwestcott com/backarounds 

1 Pelican : yrww-pelicancom 

‘a ThinkTankPhoto : wvwthinktankphoto:com 

m Photoflex : hps:/photelexcam 


pwide : wwe. mantiota som 


Radio Triggers 


For some setups, a radio trigger is the best tol to trigger af 
camera flashes | have used both the Pocket Wizard and Radio 


Popper brands in the past, and both work great. You can find mare 
{information here: 


m Pocket Wizard: ww pocketwizard.com 
1 Radio Popper : wvnv.radiopopper.com 


Photographers 


‘The following photographers are the Nikon Ambassadors far the 
United States. These are the top photographers out there today 
using (and in some cases abusing) Nikon cameras, lenses, and 
Speedlights. Looking for some inspiration? Just visit any of these 
Links, and check out some of the best work being produced today: 


= Joe MeNally www joemcnally.cnm 
E Dave Black : www.daveblackphotography.com 
1 Cliff Maunter : ww-emphotography-cam 

E Moose Peterson : www. moosepeterson com/blog 
Lynsey Addario: wor lynseyaddario.com 

1 James Balog: bttpi//jamesbalog eom 

1 Blair Bunting: www: blsirbunting com 

1 Bambi Cantrell: wy.cantellportzait.com 

1 Dixie Dixon : vvv. dixiedixon.com 

m Bill Frakes : vavw:billfrahes.com 

1 Jerry Ghionis : wns Jerryghionis com 

tw Lucas Gilman www lucasgilman com 

tw Andrew Hancock : wvv andrewhancock com 
m Tamara Lackey : http://tamaralackey.com 

‘= Robin Layton : www-robiniayton.com 

m Sandro: wvnw. sundrofiln com 

1 Corey Rich : wiew.corerichcom 

‘m Brian Skerry : www briansterry.com 

1 Vincent Versace : wy. versacephorography-com 
m Ami Vitale : www-amiviale.cam 


